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CHAPTER 1 - INTRODUCTION 
Meditation is generally defined as the act of remaining in silence or in a clam state of 
mind. It also refers to the act of concentrating or focusing attention on a selected object durring 
a particular period of time. There are various types of meditation practices in the world today. 
Some of them are based on religion and others refer to some specific techniques. Among those 
practices and techniques, Vipassana or Insight Meditation is unique (Hart 1987, p.1). It is a 
simple and logical meditation technique that can be accepted and applied by people of any 
background (Hart 1987, p.1). It is a practical way to examine the reality of one's own body 
and mind to uncover and solve whatever problems lies hidden there, to develop unused 
potential, and to channel it for one's own good and the good of others (Hart 1987, p.6). 
A. Brief Overview of Vipassana Meditation 
Vipassana or Insight Meditation is an ancient method of practice discovered by Lord 
Buddha through his enlightenment over 2,500 years ago. Vipassana refers to insight as "the 
penetrative mental faculty which perceives and understands realities the way they really are" 
(Plamintr 1994, p.158). It is also described as "the expression into the true nature of things" 
(Jandamit 1996, p.22) and "a technique for observing reality from every angle" (Hart 1987, 
p.7). The aim of Insight Meditation is to liberate meditators from the burden of suffering by 
gaining an insight wisdom (Jandamit 1996, p.22). This insight wisdom is gained by the 
meditators' self observation in the meditation practice. Insight Meditation is not reserved to 
practice only in a specific time or space, but is encouraged to practice and apply in daily 
activities as well (Goldstein 1994, p.139). 
The practice of Insight Meditation in daily activities provides meditators benefits. It 
leads them to understand themselves physically, logisticaly, and emotionaly. It also increases 
2 
meditators' concentration,·awareness, and mindfulness in the activities that they are doing. As 
a result, those activities are done faster with fewer mistakes (Jandamit 1996, p.22) and the 
meditatiors process those activities with calmness and joy instead of struggling (Thich Nhat 
Hanh 1998, p.23-26). Insight Meditation practice also opens the meditators' minds to see 
things without judgment or preconception (Goldstein 1993, p.144). They also see good 
qualities in people and develop unused potential to direct a productive life and relationship with 
others (Goldstein 1993, p.145). 
Various types of meditation practices and techniques are used effoctjvely in the field of 
art. Some of them are used to provide a way for the artists to connect with their inner creativity 
and create a fresh, spontaneous, and innovative art work (Cameron 1992, p.13). While others 
are used to create the "artless art" (Lowenstein 1996, p. 120) or the certain state of mind for the 
artist to create the directness in his creative work (Trungpa 1996, p.1). In Graphic Design, 
there is no specific identification of how meditation can be used. It may even be another 
alternative way for designers to create productive design work. 
B. Objective of the Thesis 
The objective of this thesis is to investigate the relationship between Insight Meditation 
and Graphic Design from the belief that both practices can be performed together and the 
connection of them will increase the potential benefits from meditation practice to Graphic 
Design. The investigation of the connection between Insight Meditation and Graphic Design is 
concluded in seven chapters in this thesis. Chapter 1, Introduction, provides a brief overview 
of Insight Meditation and the objective of the thesis. Chapter 2, Vipassana or Insight 
Meditation, summarizes the study of the background, the practice, and the process of Insight 
Meditation. The study of Insight Meditation in daily activities is also included in this chapter. 
Chapter 3, The Design Process, is the discussion of Mark Oldach's design process for graphic 
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designers. The discussion covers the design process from preparing the clients to processing 
the finished design piece. 
Chapter 4, Meditation in Art, summarizes how other meditation practices and 
techniques are used in the field of art. The study of meditative activities is also included in this 
chapter. Chapter 5, The Connection of Insight Meditation and Graphic Design, is the 
discussion of how Insight Meditation practice can be used in the Graphic Design process. This 
chapter not only includes a comparison between Insight Meditation practice and the design 
process of Mark Oldach, but also the connection of Insight Meditation to designers, the process 
of getting ideas and growing ideas, and the editing and evaluating process. Chapter 6, The 
Exercise, includes the purpose and the process of the exercise conducted to test the selected 
part of the connection between Insight Meditation and Graphic Design. This chapter also 
contains the analysis of the result and the conclusion of the exercise. Chapter 7, Conclusion, is 
the conclusion of this thesis. 
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CHAPTER 2 - VIPASSANA OR INSIGHT MEDITATION 
A. Background of Buddhist Meditation 
\ 
It is important to mention briefly about Buddhism in general before going to describe 
Vipassana or Insight Meditation specifically. Buddhism is a result of human quest for the 
ultimate truth (Plamintr 1994, p.3). Buddhism is based on the Buddha's wisdom, his 
enlightenment. One of the outstanding characteristics of Buddhism is its total independence of 
divine elements as Sunthorn Plamintr states in Getting to Know Buddhism, "It is a religion of 
self-help"(p.4). According to Buddhism, human beings should learn to be self dependent and 
to have faith in their own ability. Buddhism is a religion that depends primarily on man's own 
effort to achieve his goals, using his own material or spiritual essence, rather than prayer or 
wishful thinking (Plamintr 1994, p.4). 
According to Plamintr, Buddhism is "scientific by nature" (p.7). As good scientists, 
Buddhists should constantly investigate, discover, and examine Dharma, Buddha's words, and 
experiment with Dharma 's principles through practical application. "Think freely-and not 
accept things blindly" ( qtd. in Plamintr 1994, p.7) is one of Buddha's words that describe 
Buddhist thinking. In Buddhist practice, free thoughts are encouraged, questions are 
welcomed, and positive doubt is considered the first step to wisdom. Therefore, it might be 
said that Buddhism is not simply a system of beliefs, but a system for exploring reality and 
deeper levels of mind. 
The goal of Buddhist practice is to be free from the cycle of birth and death. This cycle 
in Pali language of India is called Samsara. Freedom from Samsara is called Nibbana or 
enlightenment. The way to enlightenment is to practice mind discipline, Buddhist Meditation. 
Bhavana is the Pali word for Buddhist meditation practice, which means "development" or 
"culture" (Plamintr 1994, p.157). This practice has to do directly with the mind, which 
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according to Plamintr is "the most important composite of the entire human entity" (p.157). 
Since the mind is the leader and the basic source of all physical, verbal, and mental actions, it 
needs to be cultivated and developed.· Therefore, the word bhavana refers specifically to the 
process of mental culture or mental development. 
Meditation practice, according to Snelling is also the activity that helps us to better 
realize Buddha's words and make them part of our being (Snelling 1991, p.51). There are 
number of points to be considered as the aims and the qualities of Buddhist Meditation. First 
of all, meditation is not an escape from the reality of everyday life. On the other hand, its 
practice is largely based on life activities. Meditation can be practiced while walking, drinking, 
eating, or washing the dishes. Meditation can also be engaged in all kinds of activities, 
personal or social (Goldstein 1994, p.139). Moreover, the training is meant to improve the 
quality of life as Charlotte Joko Beck mentions in Every Day Zen, "It is about our daily life ... 
about working better in the office, raising our kids better, and having better relationships" 
(p.5). Secondly, meditation is not a selfish activity nor are meditators self-centered 
individuals. Since the natural outcome of the practice is the ruination of selfishness (Plamintr 
1994, p.166). Thirdly, meditation practice is aimed not only to calm and tranquil the mind, but 
also to eliminate the mind of the meditators from defilements and negative mental qualities, 
such as, lust, hatred, jealousy, envy, worry, or ignorance. The training cultivates the positive 
influences, such as, compassion, kindness, and wisdom instead (Plamintr 1994, p.166). 
Fourthly, meditation practice allows meditators to see themselves in a clear and straightforward 
way. It also allows meditators to understand their own characters and temperaments, 
weaknesses and shortcomings. Lastly, the practice is not reserved only for Buddhist, but it 
can be practiced and applied by people of any background. Since meditation itself contains 
nothing of a sectarian nature (Hart 1987, p.1) 
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B. Vipassana or Insight Meditation 
1. Overview and Definition of Vipassana Meditation 
There are various methods of meditation practices in Buddhism; however, two basic 
elements are usually identified: Samatha (Pali) which refers to concentration or calmness 
meditation and Vipassana (Pali) which refers to insight meditation (Plamintr 1994, p.158). 
Samatha or Concentration Meditation is designed to produce peace, tranquillity of mind and a 
stronger power of will (Plamintr 1994, p.158). Samatha meditation is aimed to develop the 
state of concentration by focusing attention on a select object as John Snelling describes its 
process in The Buddhist Handbook, "concentration is brought to bear on a single object to the 
exclusion of all else ... may be the breath, or a colored disc, or the sensations of the body" 
(p.51). As concentration is developed, the mind becomes increasingly tranquil. According to 
Plamintr, many benefits are provided from practicing concentration meditation such as mental 
calm, tranquillity of mind, and freedom of mind from restlessness, agitation, fear, and worry 
(Plamintr 1994, p.162). Samatha meditation also helps the practitioner to concentrate on the 
task at hand and become better organized in day-to-day work. It also increases the 
practitioner's awareness of inner potentialities that will assist him to be more positive in life. 
However, by practicing Concentration Meditation, the meditator could increases the 
"delightful state of mind" (Snelling 1991, p.52), dhyanas, which according to Snelling, "is not 
in any case amount to enlightenment" (p.52). He also mentions that in some cases this state of 
mind also presents a special danger to the meditator (the meditator becomes addicted and does 
not want to leave it). Therefore, Samatha meditation is usually practiced briefly in order to 
establish a suitable degree of mental calm and concentration in preparation for Vipassana 
meditation (Snelling 1991, p.52). 
Samatha is important in the process of Vipassana meditation as Thich Nhat Hanh states 
in The Heart of The Buddha's Teaching, "the practice of samatha is fundamental. If we cannot 
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stop, we cannot have inside" (Thich Nhat Hanh 1998, p.23). He also mentions that Samatha 
is "the art of stopping" (p.23). We need to learn the art of stopping, stopping our thinking, our 
habit energies, our forgetfulness, the strong emotions that rule us (Thich Nhat Hanh 1998, 
p.23); in order to look deeply into ourselves and gain knowledge of reality which brings us 
insight and liberates us from suffering and afflictions. 
Both practices, Samatha and Vipassana, go together. The meditator could not practice 
one without another as Plamintr states, "If you pick one, the other will come up" (Plamintr 
1994, p.163). He also mentions that if concentration, Samatha, is energy, mindfulness, 
Vipassana, provides direction and guidance to that energy (p.165). Although these two 
practices are inseparable, their functions are separate. 
Vipassana or Insight Meditation is aimed not to calm and tranquil mind, but to apply 
mindfulness or total aware1;1ess to the present reality of existence in order to gain knowledge of 
reality which will liberate the meditator from suffering and bring him to enlightenment, 
Nfbbana. Vipassana meditation is an ancient method of practice discovered by Lord Buddha. 
This practice led him to his enlightenment over 2,500 years ago. The practice of Insight 
Meditation developed with in the Theravada tradition (Southern Buddhism), which is followed 
in Sri Lanka, Buqna, Thailand, Cambodia, Laos and Chittagong in Bangladesh. The word 
passana literally means "seeing," common vision. Vipassana means "a special kind of vision, 
the observation of reality within oneself' (Hart 1987, p.90). Vipassana also refers to insight as 
"the penetrative mental faculty which perceives and understands realities the way they really 
are" (Plamintr 1994, p.158). Vipassana meditation is also described by William Hart as "a 
technique for observing reality from every angle" (Hart 1987, p.6). Insight also refers to "the 
expression into the true nature of things" (Jandamit 1996, p.22). The true nature of things 
include The Three Marks of Existence: unsatisfactoriness, transience, and non-selfhood 
(Snelling 1991, p.53). 
8 
Plamintr Sunthom further stresses the definition of Insight meditation in Getting to 
Know Buddhism: 
This is a method of analysis in which the emphasis is placed on the development of 
mindfulness and knowledge of reality. By applying constant awareness to the present 
reality of existence, the meditator becomes perfectly identified with his own being 
and experience. He comes to perceive the realities of impermanence, change, 
unsatisfactoriness, and non-substantiality in all existential phenomena, and intuitively 
realizes the true nature of his own inner experiences. All things are characterized by 
emptiness; in the ultimate analysis there is nothing that should be attached to as 'me' or 
'mind.' The meditator sees for himself the wholesome and unwholesome thoughts 
rising and falling in his mind, the defilements, the virtuous qualities, the good, the evil, 
the noble, and the ignoble- all are 'seen' and recognized in their true nature. 
(Plamintr 1994, p.160) 
It could be said that Vipassana meditation is also a form of psychotherapy (Snelling 
1991, p.52). Since instead of carrying suffering or fear or phobias around, the meditator 
identifies and bares attention with the suffering until the suffering passes away. 
2. The Aim of Vipassana Meditation 
The aim of Vipassana meditation is to free the meditator from the burden of suffering 
by gaining an insight wisdom (Jandamit 1996, p.22). Suffering is reality and reality is in us. 
According to Varadhammo, suffering is experienced by all people (Varadhammo 1996, p.100). 
The human mind could be described as a "monkey mind" (Jandamit 1996, p.22). The mind 
always jumps around and is difficult to stop. Our physical action is also unstable. If we 
notice, we will realize that our body cannot stay in the same position for long. It needs to 
move or change position to prevent pain. From this result, Buddhism comes to conclude that 
realities in us are impermanent. They are changing and unsatisfied. They are also ever-
changing and non-substantial. Buddhism named this changing as 'suffering' or 'dukkha.' In 
order to free from these unsatisfactory changes, we need to realize the true nature of them by 
practicing insight meditation. Helen Jandamit reinforces the aim of insight meditation in The 
Way to Vipassana, "the aim of insight meditation is neither to forceably exclude sensations or 
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thoughts, nor to repress them but to see clearly how they arise, have being, and pass away" 
(p.22). Willaim Hart also describes the aim of Vipassana Meditation: 
It is a path of insight into the nature of reality, a path of truth-realization. fu order to 
solve our problems, we have to see our situation as it really is. We must learn to 
recognize superficial, apparent reality, and also to penetrate beyond appearances so 
as to perceive subtler truths, then ultimate truth, and finally to experience the truth of 
freedom from suffering. (Hart 1987, p.16). 
Knowledge of reality which is gained from practicing insight meditation is an insight 
wisdom that liberates the practitioner from suffering. The state of no-suffering is Nibbana, 
which is the highest aim of Buddhist. Snelling describes the state of Nibbana in The Buddhist 
Handbook, "It is cool and peaceful. Dukkha doesn't touch it, nor the passions of greed, 
hatred, and ignorance" (p.45). He also refers to Buddha's words that describe Nibbana: 
Monks, there is an unborn, unoriginated, unmade and unconditioned. Were there not 
the unborn, unoriginated, unmade and unconditioned, there would be no escape from 
the born, originated, made and conditioned. Since there is the unborn, unoriginated, 
unmade and unconditioned, there is escape from the born, originated, made and 
conditioned. (Snelling 1991, p.45) 
3. The Practice of Vipassana Meditation 
Practicing Samatha or Concentration Meditation is the first step of Vipassana or Insight 
Meditation practice as shown in figure 1. The meditator sits comfortably, with his back 
straight, "Gently close your eyes and feel the sensations of the breath as the air passes the 
nostrils or upper lip" (Goldstein 1994, p.34). As a result of focusing on the breath, the 
meditator develops concentration in a sustained and uninterrupted manner. Joseph Goldstein 
and Jack Kornfield further describe this step in Seeking the Heart of Wisdom: 
Keep your attention clearly focused on the sensations and feelings of each breath. Be 
with the breath at the place in the body where you feel it most clearly and distinctly-
the rising and falling of the abdomen, the movement of the chest, or the in and out at 
the nostrils. See how carefully and continuously you can feel the sensations of the 
entire inhalation and exhalation, or the entire rising-and-falling movement. (Goldstein, 
Kornfield 1987, p.25) 
Vipassana Meditation Practice 
,, 
s onfpJese 
,:--.:,':: -~, 
Figure 1. A diagram of Vipassana meditation practice from various sources 
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This practice is continued until the state of one-pointedness attention is achieved. While 
concentration is developed, mindfulness is increased as well. This leads to the second step, 
which usually goes along with the first step, the practice of mindfulness on the breath. 
According to Varadhammo, mindfulness on the breath (Anapanasati-Bhavana) means "to take 
one truth or reality of nature and then observe, investigate, and scrutinize this reality within the 
mind 'with' every inhalation and exhalation" (p.241). Notation of the characteristics of each 
breath such as deep or shallow, irregular or regular, or gross or refined is used. The meditator 
is aware of what goes on at the moment that he experiences his breath. Be gently aware and 
mindful of each breath. A void forcing the breath, let it perform naturally. 
When mindfulness on the breath is developed, it allows the meditator to contemplate 
any natural truth while breathing in and breathing out. This is the third step of the practice. 
For instance, when reality as sound arises and calls the meditator' s attention from the breath, 
the meditator moves his attention to that sound and applies mindfulness on it. He makes note 
of 'hearing' and "focusing the attention and the awareness on the experience of the sound, not 
particularly getting involved in the concept of what's causing the sound, such as 'car' or 
'wind,' but just being with the vibration of hearing" (Goldstein and Kornfield 1987, p.25). 
By doing that, the meditator realizes the truth or the true nature of the sound, not just the 
concept of it. 
Next, the meditator makes observation and applies mindfulness not only on the sounds, 
but also on all Present Reality of Existence that arises while the m~ditator observes his breath. 
The Present Reality of Existence includes bodily activities, sensations, and mental contents 
(Plamintr 1994, p.177). This Present Reality of Existence is also called the Four Foundations 
of Mindfulness (Satipatthana Sutta). According to Plamintr, the observation of Satipatthana 
Sutta is the most important step in Insight Meditation practice (p.177). Since it is the only way, 
the direct way, to the purification of the extinction of suffering and the realization of Nibbana . 
(Plamintr 1994, p.177). Traditionally there are said to be Four Foundations of Mindfulness: 
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the body or bodily activities, the sensations or feelings, the mind, and the mental objects or 
mental contents (Snelling 1991, p.52-53). The first foundation is dealing with the body. It 
means all experiences founded on the body. This includes the bodily activities, the physical 
postures, the analysis of variou_s physical components, the ma,terial elements, and death 
(Plamintr 1994, p.177). The meditator applies the same principle that he uses in mindfulness 
with breathing on the bodily activities such as eating, drinking or driving, the same as the 
bodily postures such as lying down, sitting or walking. Plimintr Sunthorn refers to Buddha's 
words which describe mindfulness on bodily activities in Getting to Know Buddhism: 
Monks, a monk should further apply full attention to the act of going forward or going 
back, looking straight or looking away, bending or stretching, putting on his robes or 
holding the bowl, eating, drinking, chewing or savoring food, attending to the calls of 
nature, walking, standing, sitting, falling asleep, waking up, speaking, or being silent. 
In all these activities he should be fully aware and attentive. (Plimintr 1994, p.178) 
The second foundation is dealing with the sensations or feelings. There are three types 
of sensations or feelings: pleasant, unpleasant, and neutral (Plamintr 1994, p.178). The 
meditator applies mindfulness to those feelings that arise one after another. The meditator 
observes the feelings at the moment they arise and understands them as they really are, 
objectively not subjectively as 'my feelings' (p.178). Observing sensations or feelings also 
relates to the observation of mind which is the third foundation of mindfulness, dealing with 
the mind. William Hart mentions in The Art of Living: Vipassana Meditation as Taught by S. 
N. Goenka that the observation of sensation is also the observation of mind since the sensation 
is "the crossroads where [\lind and body meet" (p.91). Therefore, anything that comes in 
contact with body or mind also produces 'a spark of sensation' (p.91). 
Dealing with the mind includes all thoughts that arise in the mind of the meditator. In 
this observation, the meditator not only dwells in observing his own mind or thoughts, but also 
in increasing the ability to understand and control his own thoughts effectively. Since, while 
observing, the meditator knows how his thoughts arise, change, and are conditioned, it is 
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noted that in this observation, the meditator should apply constant awareness only on the 
present moment of the metal phenomena, not on the past or future. 
John N. Newman further describes this process in Disciplines of Attention: Buddhist 
Insight Meditation, the Ignatian Spiritual Exercises, and Classical Psychoanalysis: 
Watch your own mind. Examine to see how feelings come and go, how thoughts come 
and go. Don't be attached to anything, just be mindful of whatever there is to see .... 
Try to keep your mind in the present. Whatever there is that arises in the mind, just 
watch it. Let go of it. Don't even wish to be rid of thoughts. Then the mind will reach 
its natural state. No discriminating between good and bad, hot and cold, fast and slow. 
No me and no you, no self at all. Just what there is. (Newman 1996, p.27). 
The last foundation of mindfulness is dealing with mental contents or mental objects. It 
is the discussion of Dhanna as a "system of ethical and spiritual experiences" (Plamintr 1994, 
p.180). It is an investigation of the Buddha's words which come from meditator's perception 
of Dhanna experiences. Categories of Dhanna such as the Five Aggregates, the Seven factors 
of Enlightenment, and the Four Noble Truths are required for this contemplation and 
investigation. The Four Foundations of Mindfulness as described can be practiced 
simultaneously depending on which of the four is more prominent at the moment of 
experience. 
Observing The Four Foundations of Mindfulness allows the meditator to gain. 
knowledge of reality which is called The Three Marks of Existence: Dukkha or 
unsatisfactoriness, Anicca or impermanence, Anatta or not self (Snelling 1991, p.53). When 
the meditator meditates, he cannot force his hand to stay in the same position for long. He 
needs to change and move his hand and also his feelings and thoughts. He notices that within 
only 2 seconds, all kinds of feelings and thoughts such as confusion, love, wonder, and so 
forth arise. And in not more than 10 seconds, those feelings and thoughts are gone. The 
meditator comes to realize that all of his bodily activities, feelings or thoughts are unstable. 
They are moving and changing. They are impermanent and beyond his ability to control. This 
is why Buddhism names all the Present Reality of Existence Dukkha or unsatisfactoriness and 
indicates that these Dukkha are impermanent (Anicca), and not self (Anatta). When the 
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meditator realizes this truth, he will not attach himself to Dukkha. He will view them as natural 
phenomena and bare attention with them until they are gone. 
This step weans the meditator away from his usual habit patterns, specifically his 
involvement with his thoughts and his 'emotional sub-themes' (Snelling 1991, p.51). This 
step also sharpens and intensifies the meditator' s powers of direct perception as Snelling 
mentions, "it gives us eyes to see into the true nature of things ... the field of research is 
ourselves, and for this reason the laser of attention is turned and focused inwards" (Snelling 
1991, p.51). After this step is done, the meditator makes up his mind and goes back again to 
concentrate on his breath which is the first step of the practice. 
As described, this practice is aimed to help the practitioner to gain direct insight into the 
truth of himself. Therefore, he is encouraged to apply the practice to real situations in life as 
Hart mentions, "The first is simply learning about the technique, how it is done and why ... the 
second is putting it into practice" (Hart 1987, p.119). For instance, the practitioner is aware 
and mindful in every activity he is doing such as work. Whenever thoughts or feelings arise, 
he applies mindfulness on them. He observes, analyzes, understands, and detaches those 
thoughts from his concentration. He comes back and continues concentrating on what he is 
doing at the same time applying awareness and mindfulness on that activity. 
C. Insight Meditation in Daily Activities 
Vipassana or Insight Meditation practice is not reserved only for a specific time or 
space, but encouraged to apply in daily activities as well. This part of the chapter will describe 
each step of the practice of Vipassana meditation that can be used in daily activities starting with 
the first step of the practice, the practice of Shamatha or Concentration Meditation (Plamintr 
1994, p.158). 
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1. Shamatha Meditation Practice 
As mentioned previously, the practice of Shamatha is fundamental in the practice of 
Insight or Vipassana meditation. The practitioners need to stop and concentrate before seeing 
or looking deeply into themselves. According to Thich Nhat Hanh, Shamatha meditation 
provides four functions for the practitioners: Stopping, Calming, Resting, and Healing (p.24). 
In daily activities, Shamatha meditation performs as the act of stopping as Thich Nhat 
Hanh mentions in The Heart of The Buddha's Teaching, "we have to learn the art of stopping 
- stopping our thinking, our habit energies, our forgetfulness, the strong emotions that rule 
us" (p.23). And then we are able to look into ourselves and find the cause of that habit. Thich 
Nhat Hanh mentions that sometimes we say or do things that we do not want to, "We make 
ourselves and others suffer and we regret it afterwards. We do not want to do that again, but 
we do it again and again. The cause of that action is our habit energies that we forget to look 
at" (p.23). Therefore, if we stop and learn to look into that habit energies, we will not do it 
again. To be mindful in what we are doing at the moment we are doing it is the way to stop 
forgetfulness. When we are mindful, we recognize everything that comes up in our body and 
mind including our habit energies (the practice of mindfulness in daily activities will be 
specifically discussed later). Our mind cools and calms down and becomes ready to look 
deeply into ourselves. This state of mind leads us to gain insight which is very important in 
Vipaasana meditation practice. Thich Nhat Hanh suggests five stages in his book The Heart of 
Buddha's Teaching to help us calm our bodies and minds and look deeply into them to gain 
insight . Those stages are the following: 
1. Recognition- If we are angry, we say, "I know that anger is in me." 
2. Acceptance -When we are angry, we do not deny it. We accept what is 
present. 
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3. Embracing -We hold our anger in our two arms like a mother holding her 
crying baby. Our mindfulness embraces our emotion, and this alone can calm 
our anger and ourselves. 
4. Looking deeply - When we are calm enough, we can look deeply to understand 
what has brought this anger to be, what is causing our baby's discomfort. 
5. Insight -The fruit of looking deeply is understanding the many causes and 
conditions, primary and secondary, that have brought about our anger, that are 
causing our baby to cry. Perhaps our baby is hungry. Perhaps his diaper is 
piercing his skin. Our anger was triggered when our friend spoke to us meanly, 
and suddenly we remember that he was not at his best today because his father is 
dying. We reflect like this until we have some insights into what has caused our 
suffering. With insight, we know what to do and what not to do to change the 
situation. (Thich Nhat Hanh 1998, p.24-25) 
After we understand what causes our suffering, we are able to rest. Resting is the act 
of allowing ourselves to detach from the habit energies that rule us and continue doing what we 
are doing without concern or wonder. Thich Nhat Hanh describes the act of resting, "Suppose 
someone standing alongside a river throws a pebble in the air and it falls down into a river. 
The pebble allows itself to sink slowly and reach the bed of the river without any effort" 
(p.25). He continues, "Once the pebble is at the bottom, it continues to rest, allowing the 
water to pass by ... we have to learn the art of resting, allowing our body and mind to rest. If 
we have wounds in our body or mind, we have to rest so they can heal themselves" (p.25). 
Resting is a precondition of healing. In daily practice, while we are writing, walking, drinking 
or driving, there is no need for 'us to attach ourselves to any habit energies or any strong 
emotions. We are not doing those activities struggling, we are doing them with mindfulness, 
calm, joy and doing them in a restful way as Thich Nhat Hanh states, "I am writing a book, but 
I am not struggling. I am resting also" (p.26). 
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2. Concentration 
The practice of Shamatha meditation also provides concentration. To practice 
concentration, the practitioners need to focus their attention on a selected object, normally is the 
breath. As mentioned previously, this concentration needs to be in a clear, sustained, and 
uninterrupted manner. The practice continues until the state of one-pointedness attention is 
achieved. In daily life, we apply concentration to activities that we are doing. We focus our 
attention on those activities in a clear, sustained, and uninterrupted manner. We need to 
abandon something else that will interrupt what we are doing as Thich Nhat Hanh states, "We 
know that the sky and the birds are there, but our attention is focused on our object. If the 
object of our concentration is a math problem, we don't watch TV or talk on the phone" (p.97). 
He also mentions, "We concentrate to make ourselves deeply present. When we walk, stand, 
or sit in concentration, people can see our stability and stillness. Living each moment deeply, 
sustained concentration comes naturally, and that, in turn, gives rise to insight" (p.97). 
Concentration also provides great benefit in work situations (Jandamit 1996, p.101). If 
our ability to concentrate increases, our attention can be fixed on the tasks at hand and stay with 
them until tbe jobs are done (Jandamit 1996, p.101). As a result, work is not only done faster 
and with fewer mistakes, but also presents effective result. 
3. Awareness and Mindfulness in the Present Moment 
As mentioned previously, concentration is a precondition of awareness and 
mindfulness which are the steps that follow concentration in Vipassana meditation practice. In 
the practice, the practitioners are asked to concentrate on their breath until they achieve the state 
of one-pointedness attention. While their attention develops, the awareness and mindfulness 
on their breath increases as well. They will recognize the characteristics of each breath such as 
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deep or shallow, gross or refined, irregular or regular, and so forth. They are aware of what is 
going on at the moment they experience their breath. From the observation and investigation of 
the breath, the practitioners start to know that all characteristics of their breath are unstability. 
They appear and arise, but finally pass or disappear. Nothing is stable, not only their breath, 
but also their bodily activities, their sensations, their feelings, or their thoughts. At this point, 
they realize The Three Marks of Existence, which is the nature of all things (Snelling 1991, 
p.53). Joseph Golstein further describes this realization in his book Insight Meditation; The 
Practice of Freedom: 
When we establish a certain momentum of energy, mindfulness, and concentration, 
we begin to experience the smooth and rapid flow of all appearances, arising and 
passing by themselves. We are sitting in meditation and a thought comes. Did we 
invite the thought? Probably not. Sometimes we do, but more often thought just 
arises uninvited. Sensations arise, sounds appear. The more we settle into this 
process of who we are, this process of the mind and body, the greater is our 
appreciation for the mystery of it all. (Golstein 1994, p.49) 
After meditators realize the nature of all things, they will let go all those appearances from their 
mind and continue concentrating on their breath again. 
In daily practice, we apply awareness and mindfulness on what we are doing. The 
practice of mindfulness in daily activities further described by Joseph Goldstein in his book 
Insight Meditation, "Practicing mindfulness of the body is one of the easiest ways to stay 
present in daily life ... our body is quite obvious as an object of attention ... you are probably 
sitting as you read this book, what are the sensations in your body at this moment?" (p.139). 
He continues, "Be in your body as you move, as you reach for something, as you turn. It is as 
simple as that ... just patiently practice feeling what is there-and the body is always there" 
(p.139). We are staying in the present moment at all time as we are aware and mindful with 
our breath. Whenever the sensations or feelings appear, we just simply observe them and let 
them go. We drop all individual content, particular thoughts, stories, or images that we have 
with those emotions· and feelings. We are deeply experiencing the nature of being. This state 
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of mind is described by Goldstein as the "feeling of coming home" (p.50). Goldstein 
continues explaining the feeling of coming home: 
As we observe each of these appearances moment after moment, as we observe 
carefully how they behave, we begin to notice what happens to a thought, a sensation, 
or an emotion. Slowly our mind begins to make a shift to an awareness of the process 
of change itself. From this new perspective, what specially changes become much less 
important, because we are seeing, feeling, experiencing from the inside, deeply, the 
momentariness of all phenomena. That is the feeling of coming home: dropping out of 
the concept or content level into more fundamental level of being. (Goldstein 1994, 
p.50) 
When we are being with the moment and with what we are doing, we are naturally 
doing that activity with pure mind. We are in a full state of awareness and mindfulness. 
According to Helen Jandamit, when meditators experience heightened states of awareness, 
their senses become more acute, "The experience of the moment becomes fresh and immediate. 
There is a reintegration into being fully alive. The sense of sight becomes refined, colors glow 
with extraordinary intensity. They seem to be lit from within" (p.101). Our minds cool and 
come down. We continue doing the activities that we are doing with joy and restfulness as a 
verse from the Dhammapada states: 
Mind foreruns all mental conditions 
Mind is the chief, mind-made are they, 
If one speaks or acts with a pure mind, 
then happiness follows one 
even as a shadow that never leaves. (qtd. in Jandamit 1996, p.99) 
4. Suffering and No Suffering 
As mentioned previously in the aim of Vipassana meditation, the attachment of 
emotions, feelings or thoughts such as anger, pain, revulsion, or fear bring suffering to us. 
The aim of Vipassana meditation is to free us from those sufferings as Goldstein states, "the 
path of the practice leads: to deeper levels of insight and freedom, to that purity and happiness 
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of mind-heart free from grasping, free from hatred, and free from ignorance" (p.29). Freedom 
form suffering is gained through the insight wisdom which is received from the development 
of concentration, awareness, and mindfulness in the meditation practice (Jandamit 1996, p.98). 
This freedom from suffering is also called "awakening" (Jandamit 1996, p.8). Jadamit 
describes the state of awakening as "The state of mind that has opened to a new dimension of 
understanding" (p.8). This understanding includes not only the understanding of the current 
reality of existence which arises when we are meditating, but also the understanding of life as 
well. 
The way to be awakened involves our way of living as Jandamit states, "The way to 
awakening does not consist of formal meditation practice only. We cannot graft a little 
meditation onto our existing life-style and expect major changes ... meditation is not like a 
multivitamin tablet taken daily to supplement our diet" (p.9). Therefore, in order to liberate 
ourselves from sufferings, we need not only to practice meditation, but also to change our 
perceptions and our life-styles as well. This is why meditation practice is encouraged to be 
applied in our daily activities, so that the practice becomes part of our way of living. The way 
of living is called by Jandamit The Middle Way (p.9). This middle way includes basic 
Buddhist teachings such as The Four Noble Truths and The Noble Eightfold Path. 
5. Four NQble Truths 
The Four Noble Truths .are the cream of Buddha's teaching (Thich Nhat Hanh 1998, 
p.9). They are the basic teaching and practice for most Buddhist traditions as the way out of 
sufferings (Thich Nhat Hanh 1998, p.9). The first noble truth is suffering Dukkha (Snelling 
1991, p.43). As mentioned previously, suffering covers our everyday aches and pains, our 
angers, our fears or frustrations, and according to John Snelling, it also covers our subtle 
feelings of malaise like life is never quite right (p.43). It is important for meditators to 
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recognize and acknowledge those sufferings before they trying to overcome them. The second 
noble truth is the origin, root, nature, creation or arising of suffering, Samudaya (Thich Nhat 
Hanh 1998, p.9). It is to look deeply into our sufferings, recognize them and then identify the 
cause of our sufferings. The third noble truth is the cessation of creating suffering, refraining 
from doing things that cause us suffering, Nirodha (Thich Nhat Hanh 1998, p.11). To 
overcome the causes of suffering, we need to realize the second noble truth which is the origin, 
root, or nature of our sufferings first. If we are able to overcome the cause of sufferings, we 
will have no sufferings. The Four Noble Truths is the path that leads us to the refrainment of 
things that cause us suffering, Magga (Thich Nhat Hanh 1998, p.11). This path is called 
Noble Eightfold Path (Snelling 1991, p.46). Noble Eightfold Path is the practical steps we 
need to practice in order to root out our suffering. According to Snelling, this path includes the 
following: 
1. Right understanding or Right view (Pali, Samma-ditthi) 
2. Right thought or right thinking (Pali, Samma-sankappa) 
3. Right speech (Pali, Samma-vacha) 
4. Right action, bodily action (Pali, Samma-kammanta) 
5. Right livelihood (Pail, Samma-ajiva) 
6. Right effort or Right Diligence (Pali, Samma-yayama) 
7. Right mindfulness (Pali, Samma-sati) 
8. _Right concentration (Pali, Samma-samadhi) 
(Snelling 1991, p.46) 
The relationship between the Four Noble Truths and the Noble Eightfold Path is finely 
illustrated by Thich Nhat Hanh in figure 2. The practices of the Noble Eightfold Path are 
related one to another. They are interbeing by nature as mentioned by Thich Nhat Hanh, "the 
interbeing nature of these eight elements of the path ... each limb contains all the other seven" 
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Figure 2. The Four Noble Truths and the Noble Eightfold Path 
(p.47). The interconnection among the eight elements in the Noble Eightfold Path is shown 
in figure 3. Therefore, if we practice right mindfulness and right concentration in Vipassana 
meditation practice, we are also practicing the other six elements in the path as well. And if 
we apply meditation practice to our daily lives, it means that we are also applying and using 
those six elements. Therefore, it is important to mention each element in the path specifically. 
6. The Noble Eightfold Path 
The Noble Eightfold Path could be divided into three main elements of wisdom, 
morality, and meditation (Snelling 1991, p.46) . Wisdom includes Right understanding or 
Right view. Morality involves Right thought or Right thinking, Right speech, Right action, 
and Right livelihood. Meditation consists of Right effort, Right mindfulness, and Right 
concentration. Right understanding or Right view is the first basic step of the path. 
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Figure 3. The interbeing of the eight elements of the Noble Eightfold Path 
Right view not only refers to the Right understanding of the Buddha's teaching, but 
also to the "willingness to penetrate that truth by testing it against experience" (Snelling 
1991, p.47). Right view is also described as the ability to distinguish wholesome roots from 
unwholesome roots (Thich Nhat Hanh 1998, p.48). This means the ability to determine the 
current leader or director of our activities. Human activities and behaviors, according to 
Varasak Varadhammo, consist of four factors: thought, speech, bodily action, and livelihood 
(129). The mental factor is used for thought and memory. The verbal factor is used for 
speech. The body is used for physical actions. And the livelihood is used for the manage-
ment of our physical lives in order to live appropriately within society (Varadhammo 1996, 
p.129). All those factors are neutral within themselves (Varadhammo 1996, p.129). It cannot 
be said that they are good or bad, right or wrong. However, according to Varadhammo, each 
factor could be right or wrong, good or bad depending on the leader or director, with each 
understanding, opinion, or view being the leader or director ( 130). The relationship among 
the Four Factors of Human Activities which includes the understanding, view , or opinion of 
each activity is illustrated in figure 4. 
View, Opinion 
Understanding -------;> Thought 
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Speech 
Figure 4. The diagram of human activities or behaviors 
Bodily Action Livelihood 
In conclusion, the first step of the Noble Eightfold Path is to have the Right 
understanding of what is leading or directing our current activity. What are our views or 
opinions about that action? For example, if we are speaking, we need to know what kind of 
speech it is. Are we speaking with harsh words, speaking in a violent manner, or gossiping 
of others? Is that right or wrong speech? Varadhammo mentions that there are two types of 
understanding, view or opinion: Right understanding and Wrong understanding (p.130). 
Understanding means wisdom that is present at any moment in any situation (Varadhammo 
1996, p. 130). If we can determine the current wisdom, it is possible for us to lead or direct 
our actions or behaviors in the right way at all time (Varadhammo 1996, p.130). This leads 
us to direct or leads our life in right wisdom as well. 
What is right and what is wrong? Wrong understanding brings us Wrong morality, 
Wrong thought, Wrong speech, Wrong action, and Wrong livelihood, as shown in figure 5. 
As illustrated, Wrong thought involves such thought of sensuality, sexuality, violence, or ill-
will. This also includes incorrect motivation. Incorrect motivation, according to 
Varadhammo, refers to an egocentric or self-centered orientation that narrows our view 
down only to ourselves (p.131). This is opposite of the correct motivation that Snelling 
describes as "switching over to other directed mental modes: ones that are more altruistic 
and benign" (p.47). 
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(p.47). Snelling continues, "We need to realize that we are practicing, not to acquire greater 
powers and more possessions for ourselves, but rather to move away from the basic 
egocentric orientation to a new, wider, more selfless one" (p.47). Correct motivation 
increases our concern about others and our responsible acts toward the environment as well 
(Snelling 1991, p.47). 
The Wrong Path 
Sensuality Lies Killing 
Hatred Gossip Stealing Inappropriate 
Violence Harsh words Sexual- Management 
Wrong Ill-will Idle speech misconduct of our Life 
t t t t t 
View, 
Opinion, Thought Speech Bodily action Livelihood 
Understanding 
t 
Right 
Figure 5. Wrong Path 
Wrong speech includes such as telling lies, gossiping, using harsh words, slandering 
and backbiting, wasting one's own and other people's time with frivolous chatter or using 
one's speech faculties in harmful or unproductive ways (Snelling 1991, p.48). It is also about 
not being truthful which is very important in modem Western culture as Snelling states, "It is 
also about being truthful. This is in fact very important, especially as our modem Western 
culture has debased truth and facts are wantonly suppressed or twisted to suit self-interest or 
in order to generate sensation" (p.48). 
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Wrong bodily action involves such as killing, stealing, and sexual misconduct 
(Varadhammo 1996, p.131). This includes our behaviors that oppose The Five Precepts 
which, according to Snelling, is the Buddha's way of decent behavior (p.48). The Five 
Precepts consist of the following: 
1. Refrain from taking life. 
2. Refrain from taking that which is not given. 
3. Refrain from misuse of the senses. 
4. Refrain from telling lies. 
5. Refrain from self-intoxication with drink and drugs. 
(Snelling 1991, p.48) 
It is noted that taking life not only refers to the murder of human beings, but it also 
refers to an intention to kill other living beings as well. Wrong livelihood includes all 
inappropriate management of our life that harms ourselves and others (Varadhammo 1996, 
p.131). Wrong livelihood is also referred to in a broader sense. For example, Wrong 
livelihood not only includes our poor nutritional habits and insufficient rest that harm us, but 
also refers to earning a living in an inappropriate manner like selling illegal drugs which harm 
others or taking part in any illegal or immoral enterprise. According to V aradhammo, failing to 
maintain our personal possessions such as our home or car inappropriately are also considered 
Wrong livelihood (p.131 ). It could harm us and could harm others who use the same car or 
live in the same neighborhood. 
The opposite of Wrong understanding is Right understanding. Right understanding 
leads us to Right morality; Right thought, Right speech, Right bodily action, and Right 
livelihood as illustrated in figure 6. As mentioned previously, Right understanding leads us to 
Right morality. This means that if we are aware and mindful in our present activities, we will 
be able to determine our current activities to be in the right way. As a result, our actions will be 
in a Right morality which is good for ourselves and also for others in society. 
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The last element in the Noble Eightfold Path is meditation. Meditation consist of Right 
effort, Right mindfulness, and Right concentration (Snelling 1991, p.51). As mentioned 
previously, Right understanding is the leader of our lives. The leader can not lead or direct 
without power. Right effort, Right mindfulness, and Right concentration perform as the 
source of power for the leader to lead and direct our four factors of life in the proper way 
(Varadhammo 1996, p.137). The relationship among wisdom, morality, and meditation in the 
Eightfold Path is illustrated in figure 7. As shown in figure 7, there are three components in 
the path. One is the leader, Right understanding, view or opinion. Two are four factors that 
represent human behavior and life: Right thought, Right speech, Right action, and Right 
livelihood. The last one is the source of power for the leader: Right effort, Right 
mindfulness, and Right concentration. 
The Right Path 
Wrong 
t 
View, 
Opinion, Thought Speech Bodily action Livelihood 
Understanding 
1 1 1 1 1 
Right Renunciation Truthful No killing Appropriate 
Loving-kindness Meaningful No stealing Management 
Non-violence Kind No sexual- of our life 
No ill-will Helpful misconduct 
Figure 6. Right Path 
Right 
Under-
standing 
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The Noble Eight-fold Path 
Right Right 
Effort Mindfulness 
1. Right Understanding, View, or Opinion 
2. Right Thought 3. Right Speech 
4. Right Bodily Action 5. Right Livelihood 
6. Right Effort 7. Right Mindfulness 
8. Right Concentration 
Right 
Concentration 
Figure 7. The relationship among Wisdom, Morality, and Meditation in Eightfold Path 
Right effort, Right mindfulness, and Right concentration are most important in the 
Noble Eightfold Path. Since they are the source of power to determine our understandings and 
our actions in the right path. If we are not aware and mindful with what we are doing in the 
present moment, we will not know whether or not our activities are right or wrong. Right 
effort, Right mindfulness, and Right concentration are part of the meditation practice. Right 
effort is to have the effort to continue protecting our mind, view or opinion from the Wrong 
understanding and Wrong action (Varadhammo 1996, p.140). For example, the effort to 
protect our thought from jealousy and hate. From that effort, our mind becomes stable and 
powerful. The development of Right effort is gained through the proper instruction and training 
of meditation (Varadhammo 1996, p.140). It is important to train our effort to have power 
enough to determine our understanding, to be aware and mindful at the moment that the Wrong 
29 
understanding appear, and to separate that Wrong understanding from us. Varadhammo 
describes the way to practice Right effort: 
Suffering arises when contact occurs, and all factors of the Eightfold Path are 
directed toward the Wrong-Way. Likewise, the opposite is also true. If all factors 
are going toward the Right-Way, suffering cannot arise. So the way to practice 
Right-Effort starts at the moment of contact. when contact occurs with the sense 
organs, feeling arises. We then recover our mindfulness and concentration to push 
all factors of the Eightfold Path to the Right-Way. (Varadhammo 1996, p.143) 
It is fine to fail to detach ourselves from wrong understanding at the moment of contact. 
However, we must continue trying to practice in the same manner again and again each time 
contact occurs, until we finally succeed completely. This effort is the Right effort according to 
V aradhammo. 
In conclusion, the Noble Eightfold Path is the way of living. It involves our actions, 
our understandings, and our life-styles. The practice of meditation (Vipassana or Samatha) is 
also included in this path and this path is encouraged to be applied in daily activities. 
However, no specific way for each individual to apply this path to his/her life is indicated. It 
depends on each of us to experience the path and find the suitable way to use in the situation of 
our lives as Thich Nhat Hanh states, "it is not important whether they are fully enlightened. 
The question is whether you want to liberate yourself. If you do, practice the Noble Eightfold 
Path. Wherever the Noble Eightfold Path is practiced, joy, peace, and insight are there ... 
please use your intelligence to apply the elements of the Noble Eightfold Path in your daily life" 
(p.47). 
7. Lovingkindness 
Joseph Goldstein mentions that the practice of Insight Meditation also brings 
Lovingkindness, Metta to the heart of the practitioner (p.143). He further states, "In a 
beautifully interrelated way, mindfulness creates the field in which Metta grows. We first 
collect the attention and gather the scattered mind. In the beginning of mindfulness practice, 
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we may be distracted or overcome by hindrances. But slowly awareness works its magic" 
(p.143). Goldtein continues, "We observe, come back from being lost, begin again, and 
gradually our mind becomes more accepting, less reactive, and less judgmental. We do not get 
so totally lost in discursive thoughts. A soft and gentle awareness allows our mind and heart to 
relax, to loosen, to open" (p.143). According to Goldstein, this openness of the mind may 
bring memories and images about the past, people we knew, and the thoughts and feelings 
about those people to us (p.143). Those memories might also carry our old reactions and 
judgments with them. However, the clear state of mind that we receive from the meditation 
practice allows us to see the other side of that situation. We would rather forgive those people 
than continue keeping our old thoughts and memories about them. 
Goldstein describes, "At first, these memories may carry old reactions and judgments, 
but as our mind becomes quieter, we remember people and situations with less projection and 
less defensiveness" (p.144). He continues, "The stillness of a silent mind allows a greater 
vulnerability and tenderness. We see more clearly other sides of people and situations, and we 
can often forgive more easily. In this soft, open space of awareness, feelings of 
Lovingkindness and Compassion begin to arise more and more spontaneously" (p.144). 
Lovingkindness comes from the generosity of our heart (Goldstein 1993, p.144). 
Therefore, it allows us to accept people more for who they are without conditions. It also 
allows us to focus on the good qualities in people, both in ourselves and others (Goldstein 
1993, p.144). According to Goldstein, this Lovingkindness also protects us from ill will such 
as anger or hate (p.145). Goldstein reinforces this idea, "We are all a package of different 
qualities. When we do not see the good in a person and concentrate instead on what we do not 
like, then it becomes easy for ill will, anger, judgments, and even hatred to arise" (p.145). He 
further describes, "We do not pretend that unwholesome qualities are absent; rather, we can see 
and understand them without our mind dwelling on those characteristics ... everyone has at 
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least one good quality. When we seek out this good quality in a person, then a feeling of 
loving regard grows quite naturally" (p.145). 
In conclusion, Insight meditation relates to the force of Lovingkindness, Metta, which 
allows us to see and appreciate good qualities not only in us, but also in all beings. Therefore, 
if we continue practicing awareness and mindfulness, we will also nurse the quality of 
Lovingkindness in us as well. 
8. The Art of Communication 
As mentioned previously, we practice meditation in order to empower the ability to lead 
or direct our behaviors into the right direction or Right Path. That Right Path includes Right 
thought, Right action, Right livelihood, and Right speech. Right speech is important for us, 
since as human beings, we have a need to communicate with others. In our daily lives, we 
communicate with members of our families as much as with our friends and our colleagues. 
"Speech is so predominant in our lives," states Joseph Goldstein (p.150). We communicate, 
writing and speaking, almost all the time of our lives. Therefore, the art of skillful 
communication is needed to make our speech more productive. 
Right speech condenses into two general principles: Is it true? and Is it useful? 
(Goldstein 1994, p.150). Goldstein mentions the practice of those principles in his book 
Insight Meditation; The Practice of Freedom: 
Practicing those principles in our speech fosters increasing sensitivity. We become 
attuned to subtleties of truth and falsehood. Are there times when we shade the truth, 
or exaggerate in some way? And are there times when our words may be true, but it is 
not the right time, place, or situation for them to be useful. (Goldstein 1994, p.150) 
Goldstein further describes, "The practice of communication is the great art of relating to 
another person, of being open, of listening so well that you can see where you can actually 
make contact. Can you let the other person in? What is the right vocabulary? Can you speak 
to what is really important to that person?" (p.150). Both parts in the interaction, speaker and 
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listener, need to perform their tasks effectively. The listener should learn how to listen 
effectively as well as how to speak as Goldstein mentions, "see if you can find a moment to 
take a mental step back and say, 'Okay, let me try to understand this from another vantage 
point" (p.150). That space of openness, according to Goldstein, is where we can easily speak 
without aggression (p.151). 
However, there are times that those spaces are not present due to the lack of 
communication skill from the listener or speaker. For example, your partner does not want to 
speak to you or listen to your idea or opinion any more. He or she refuses to give you reasons 
and starts to get emotionally involved with an issue. At this point, meditation practice could 
help you to stay centered in yourself, in your bodily awareness, so you are not getting involved 
with the situation (Goldstein 1994, p.151). This gives you the opportunity to feel unpleasant 
feelings from your interaction partner and from yourself without reacting to them. Goldstein 
states, "At such difficult times we can draw on the wisdom of our meditation practice: to see 
that it is possible to open to unpleasant feelings, to see that it is okay simply to feel them 
instead of reacting with defensiveness or aggression" (p.151). As a result, those unpleasant 
feelings will came and go more easily from our mind. The key of the practice is to be aware 
and mindful of our feelings at the present moment. According to Goldstein, anger, annoyance, 
and fear come in our daily communication (p.151). If we are aware and mindful of those 
feelings, we will able to know how those feelings connect or affect us. We could see them 
without judging or blaming our interaction partner or even ourselves. 
"We feed these unwholesome feelings by blaming. The more we blame, the more we 
strengthen anger and resentment in ourselves. But if mindfulness and investigation are strong 
enough, we can unhook from the identification," states Goldstein (p.151). As a result, our 
communication will come from the openness of our mind and from "the place of our own 
mental ease and compassion, our communication becomes much more effective" (p.151). 
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Joseph Goldstein concludes his discussion of the art of communication by mentioning the 
confusion of acceptance and a wishy-washy way of being in communication: 
Can we be firm without anger or blame? People sometimes confuse acceptance with 
a wishy-washy way of being in this world: letting anybody do anything, and never 
taking a stand. That's not it at all. Acceptance means taking responsibility for our own 
mind states. With mindfulness, it is possible to take a strong stand, to initiate effective 
communication, yet to do it without getting caught in reactive judgments. The energy 
with which we communicate is the key. (Goldstein 1994, p.152) 
9. Benefit All Beings 
Our personalities are different. So are the look of our bodies and the contents of our 
thoughts. But the way our mind and body works is the same in each of us: anger, fear, 
love, and compassion feel the same in all people; our bodies all get old and die. From a 
growing awareness of ourselves, we come to a much deeper sense of our commonality 
with others. (Goldstein 1994, p.170) 
Above is Goldstein's statement that describes the indifference between people. Insight 
meditation practice could benefit all beings (Goldstein 1994, p.170). Since the practice gives 
us the opportunities to see through our body and mind conditions. From the practice, we come 
to accept the fact that those conditions not only occur to us, but also to other people. The 
conclusion is that all of us are the same. We are human beings. If we understand how our 
bodies and minds work, we could understand how others work as well. This brings us to the 
degree that "we understand this commonality, we relate to other beings in a very different way. 
We have much less sense of separation, less sense that other people, and even animals, are so 
different from us" (Goldstein 1994, p.170). We realize that our lives relate to others in an 
interconnected way. "We do a kind act, or speak angry words, or live in awareness, and the 
effects ripple out," stated by Goldstein (p.171 ). This is why meditation practice benefits all 
beings. It makes changes for us as much as for our society or our world. As Goldstein 
concludes, "The more sensitive we are to the interdependence of things, the more we see how 
the quality of our own lives affects not only the people we actually meet but also all beings" 
(Goldstein 1994, p.171). 
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In conclusion, Vipassana or Insight Meditation could be part of our way of living, if we 
apply the practice to our daily lives. Our jobs could be done faster with fewer mistakes. The 
environment in our work place could be better. We could do our jobs with joy instead of 
struggling. We could know the condition of our feelings, thoughts, or emotions the way they 
are, so that we will know how to deal with them and also know how to relate those conditions 
to others. We could open our minds more without judgment or blame. We could open the 
door for Lovingkindness and Compassion to grow inside our heart. If wejust simply practice 
meditation consistently with the Right effort and with the courage to fall, we could gain all 
those results of the practice. And most important of all, we could gain the ability to liberate 
ourselves from suffering which is the highest aim of Insight Meditation practice. 
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CHAPTER 3 - THE DESIGN PROCESS 
A. Design Process 
In order to make the connection between Insight Meditation and Graphic Design, the 
design process that graphic designers use to provide the best possible solution to a given 
graphic design problem needs to be discussed. 
Graphic Design usually refers to a problem-solving process (Arntson 1998, p.2) aimed 
at solving the problem of visual communication as Paul Rand mentions in his book Design 
Form and Chaos, "Graphic design embraces every kind of problem of visual communication, 
from birth announcements to billboards. It embodies visual ideas, from the typography of a 
Shakespearean sonnet to the design and typography of a box of Kellogg's Com Flakes" 
(p.15). As a result, the design process or the problem-solving process is created to assist 
designers to solve those design or visual communication problems. 
Recently, various design processes for graphic designers have been created. However, 
choosing which one of them to use depends on each individual designer. Some designers may 
use one process to solve the design problem, while others might use the combination of two or 
more processes to solve the same problem. Therefore, to be specific, the design process 
mentioned in this chapter will be based on one chosen design process, the design process of 
Mark Oldach described in his book Creativity for Graphic Designers. Oldach's process is 
chosen because it not only discusses how designers process the information, get the ideas for . 
the design, and produce the finished design piece, but it also focuses on the designers 
themselves, how they control their creative processes, establish a good relationship with their 
clients, and evaluate ideas based on both clients' and audiences' needs. 
Oldach divides the design process into three parts: preparing for ideas, getting to ideas, 
and growing ideas. In part one, preparing for ideas, Oldach generally describes the process of 
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preparing designers and clients to get to the design problem and the materials related to that 
problem. This part includes topics as getting to the message, preparing the client for creativity, 
beyond the client interview, and processing the information. In part two,_getting to ideas, 
Oldach mentions the process that designers use that provides them with ideas to solve the 
design problem. This part involves subjects such as brainstorming alone, brainstorming in a 
group, merging words and images, and creative word play. In part three, growing ideas, 
Oldach states how designers edit and evaluate their ideas or solutions for the design problem 
and how they push their ideas to the final production that serves both clients' concerns and 
audiences' needs. This part contains topics such as editing ideas, adding substance to concept, 
understanding style, pushing ideas, and remembering the audience and managing client 
expectations. 
1. Preparing for Ideas 
a. Getting to The Message 
Oldach introduces getting to the message as the first step in part one, preparing for 
ideas. He begins this step by mentioning Suzuki Shunryu's statement about the beginner's 
mind, "If your mind is empty, it is always ready for anything; it is open to everything. In the 
beginner's mind there are many possibilities; in the expert's mind there are few" (Oldach 
1995, p.4). Oldach states that designers should start the design process with an open mind as 
he mentions, "The key to creating a truly original, focused and appropriate idea is to start at 
zero-a completely open mind with no preconceptions" (Oldach 1995, p.4). This open mind 
at the beginning of the project leads designers to the understanding of the clients' needs which 
is very important for the design process as a whole. According to Oldach, if designers lack of 
the understanding of the clients' needs, they will miss the opportunity to expand their design 
solutions later on as Oldach states, "Your insensitivity and lack of concern to the clients' issues 
will be immediately interpreted as a lack of interest ... if clients sense your discounting issues 
37 
important to them, they will lock out any possibility for creative solutions later on" (Oldach 
1995, p.4). According to Oldach, not only the clients' concerns is important to designers at the 
beginning of the design process, but also the audiences' needs (Oldach 1995, p.4). 
Controlling the creative process is another issue that designers should pay attention to 
from the beginning. Oldach describes, "Designers who are successful at producing truly 
innovative work are masters at controlling the creative process. They work with clients in a 
way that ensures that the visions in their minds fall in line with the clients' objective" (Oldach 
1995, p.5). Oldach further states, "Successful and innovative designers present their ideas in 
such a way that clients see and understand the vision, approve that vision, and provide an 
atmosphere for the designer to successfully implement that vision" (Oldach 1995, p.5). In 
order to successfully control the creative process, designers need to know their clients well and 
establish a good relationship with them as Oldach mentions, "You must know who your clients 
are, understand their needs, and groom your relationship so that your ideas and approach meet 
their expectation. The key in building this relationship is managing these expectation" (Oldach 
1995, p.5). 
Oldach also urges designers to know their clients not only just the person "who pays 
the bills and knows nothing of creativity and how it gets done" (Oldach 1995, p.5), but to 
know the client as a human being who is the decision maker. Oldach explains, "Clienthood 
goes way beyond this. Clients are human beings, not machines that write checks ... they are 
the decision makers. Good or bad rational or irrational, clients decide, evaluate, judge and 
approve" (Oldach 1995, p.5). Oldach further describes, "you need to find a way to get closer 
to the actual decision maker. The greater the distance from the decision maker you are-
physically, emotionally or logistically-the more difficult your job will be and, ultimately, the 
less creative the approved solution will be" (Oldach 1995, p.5). 
The approval process is also important in this beginning state. Oldach defines the 
approval process as the identification of the individual who will evaluate and approve the work 
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(p.10). He suggests designers to "identify the individuals who will approve the work and ask 
that they be involved in objective-setting discussions from the beginning. Each individual who 
evaluates and judges design brings to the process his own prejudices, tastes and experiences" 
(Oldach 1995, p.10). If designers make contact with their clients and process their work until 
the end with the clients' approval, their solution for the design will be more focused, 
supported, and certainly, more possibilities will be opened for their design. Oldach reinforces 
this idea, "innovative design requires a process. This process involves discussions and 
interaction-verbal and nonverbal, concrete and intuitive communication-between 'creator' 
and 'createe' "(Oldach 1995, p.10). He continues, "At the beginning of any project ask about 
the approval process. Ongoing involvement gives participants ownership of information 
discussed and solutions developed" (Oldach 1995, p.10). Oldach concludes, "More important, 
the unique concerns of all participants are voiced at the beginning of the project, not halfway 
into it. You can develop innovative solutions to a fixed set of parameters or constraints. It is 
difficult to do so, however, when these parameters change midstream. Such changes can 
reduce a brilliant solution to a mediocre thought" (Oldach 1995, p.10). 
Before Oldach moves on to talk about the next step, preparing the client for creativity, 
he introduces the "Project Proposal" to assist designers summarize the development of the 
overall project and identify who will be part of the project team and what is the clients' 
expectation for the project. Oldach explains how the project proposal is done. He describes 
that the project proposal is briefly divided into three main phases: first, the phase that explains 
the development of the project, second, the phase that identifies who is involved in each phase 
of the project, and third, the phase that explains the expectation of each phase in the project 
(Oldach 1995, p.11). 
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b. Preparing the Client for Creativity 
Preparing the client for creativity is the next step in part one. This step provides the 
way for designers to prepare their clients for their design process. Oldach states at the 
beginning of this step that designers can make two basic mistakes in discussing a project with 
clients: first, "Giving to much credence to what the client says" and second, "Giving too little 
credence to what the client says" (Oldach 1995, p.12). Oldach describes, "When talking to the 
client, you must separate credible information from conjecture, guesswork and illogical 
thinking. You will discover valuable thinking in what the client says. You will also discover 
an abundance of panic-driven decisions" (Oldach 1995, p.12). Oldach continues, "Understand 
the difference between the two. You are an objective participant in the problem-solving 
process. Help the client be objective, too. Show him what the true problem is-and 
appropriate ways to solve it" (Oldach 1995, p.12). 
Oldach mentions that often times during the design process, clients try to solve the 
design problem by making decision on color, paper, and typeface before they even know what 
the design problem is. Oldach states, "Clients often try to play 'designer,' attempting to direct 
the visual outcome at all points throughout the creative process" (Oldach 1995, p.12). He 
suggests the way to manage this situation, "Always acknowledge the client's input, but don't 
embrace it on the spot. Instead, redirect the conversation back to fact finding. Suggest you 
will consider her opinion when the time comes for those decisions" (Oldach 1995, p.13). 
According to Oldach, designers need to make their clients understand the solution driven by the 
objectives and parameters and the clients will be more likely to see "the logic in what you 
discuss and what you ultimately present" (Oldach 1995, p.13). 
Also in this step, Oldach defines the client as the "gatekeeper" for the creative 
communication as he states, "If the client does not believe in your ideas, those ideas won't get 
produced" (Oldach 1995, p.13). Therefore, designers should bring a fresh, objective, and 
open mind to the first meeting with clients and assist them to achieve a new and objective 
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perception of the problem. Oldach suggests questions for designers to ask their clients when 
they interview them in the first meeting: 
Begin the interview with questions such as these: 
1. What are you trying to communicate, and why? 
2. Who need this information, and why?, What does this audience already know? 
3. What does it need to know?, 
4. What single, unique, focused message should the audience walk away with after 
reading or seeing this piece? 
5. What have you done to communicate this information before? 
(Oldach 1995, p.13). 
Oldach urges designers to listen to the clients' answers because "often the very answer 
to the design problem comes directly from the client" (Oldach 1995, p.16). To manage this 
situation effectively, Oldach suggests ways for designers to communicate with their clients: 
1. Listen. Let the client do all the talking. If you find yourself doing most of the 
talking, stop. Ask a question and listen to the answer. 
2. Listen for the client's vocabulary, insight and knowledge. These will guide you to 
the unique solution to this unique problem. 
3. Ask questions using the client's vocabulary. This will prompt the client to talk 
more. Don't worry if you misuse or misunderstand a term. Clients will correct your 
misuse of their jargon, thereby giving you a greater understanding of the language. As 
clients begin to hear themselves in what you say, they become more conscious of 
points they overlooked or took for granted. 
4. If you don't understand, ask for clarification. No question is inappropriate. You 
cant have too much information, and no information is bad information. If nothing 
else, information conveyed in this meeting gives you more insight into what and how 
the client thinks. 
5. Write down key points, but don't let note-taking get in the way of listening. You 
can always clarify detail later, but this is the only opportunity for you to get a handle on 
the 'big picture.' 
6. Challenge the client's preconceptions. The initial interview is the touchpoint when a 
client is most open to different ways of thinking. Too many designers roll over and 
play dead to a client's every command, fearing they will lose the job if they question or 
disagree. This blind obedience is not what any good client is asking of you. It is true 
that in some cases the client's preconceptions about the problem or the project will have 
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a sound rationale, but you need to hear her reasoning to accept it. Many times a client's 
preconceptions are unfounded, and often she can-and even wants to be-convinced to 
accept your sound, professional suggestions. 
7. Do not try to solve the problem on the spot. Offer no solutions. Just open doors. 
8. Encourage all participants in the design evaluation process to be present for the 
interview. A lot of processing and analysis of the problem and information occur 
during a client interview. If all of the individuals who will evaluate your solutions are 
in the initial meeting, you will have informed evaluators at the final presentation. 
9. Decompress immediately following the interview. Do what I call an immediate 
'mind dump,' creating a freely flowing record of what's in your brain. Write down 
every detail, thought, concept and fact that comes out of your head. Don't edit while 
you're writing. Just record. The document you create during this session will be one 
of the most valuable resources you will have in thinking creatively and appropriately. 
Because this is your first and most objective exposure to this information, your mind 
can bring extra intuition and fresh analysis to it. The insight that results often will lead 
to the seed that grows into the best ideas. Refer to this document during brainstorming. 
(Oldach 1995, p.17) 
c. Beyond the Client Interview 
After designers interview the client, they need to process the information that they get 
from the client. Oldach calls this process, "Decompressing after the interview" (19). Oldach 
states that designers should write down all information from the interview immediately after the 
interview. They need to sit down, empty their brains, and recall the conversation onto paper. 
This is a good information-processing technique, according to Oldach, because it not only 
helps designers review the information, but also assists them to analyze and evaluate the 
information from the conversation (Oldach 1995, p.19). Oldach reinforces this idea, "It 
doesn't matter how you do this exercise, it only matters that you do it. You'll be amazed at 
how much information you recall from the conversation, triggered only by your sketchy notes. 
Don't put off doing it. If you don't write the information down immediately, it will disappear" 
(Oldach 1995, p.19). 
Oldach also urges designers to look beyond the client's interview to get more 
information for the project. He mentions, "Information gathering goes beyond interviewing 
your client. The client is your most important information resource; however, you can glean 
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significant insight and inspiration from other sources" (Oldach 1995, p.19). Oldach also gives 
examples of the other sources that designers can look for more information such as 
competition, parallel industries, historic precedents, and audience profile and motivation 
(p.19). Oldach describes the competition, "The client's competition is a key source of 
information for determining how your client stands apart from the crowd ... Ask them why 
they are better than your client. Request and review their product literature, stationary, 
communications program" (Oldach 1995, p.24). Searching for information in other parallel 
industries is also important as Oldach states, "It is interesting to examine how other companies 
communicate. What makes them unique? Why does their unique approach to communications 
work in an otherwise conservative marketplace? Use good and bad examples of effective and 
creative communications in other industries to guide you in developing a unique solution for 
your client" (Oldach 1995, p.24). Audience profile and motivation is also a good source for 
designers to look at as Oldach describes, "You can gain enormous insight and inspiration 
simply by getting inside the audience's brain. Get to know the readers. Understand what 
makes them tick. Act like the readers for a moment. Talk like them. Walk like them" (Oldach 
1995, p.25). 
d. Processing the Information 
After designers gather all information needed for their design, they need to process the 
information to come up with the objective and the message for the design. Oldach describes 
how designers process the information, "The most important thing you can do at this point is 
fill your brain with all of the information. Pack it in there nice and tight. And then get away 
from the project for a while. Let the subconscious do the work for once. Sleep on it" (Oldach 
1995, p.28). Oldach suggests how to organize, analyze, and process the information. First, 
he suggests that designers review their notes and research to "sort out pertinent information 
from extraneous and irrelevant information" (Oldach 1995, p.28). Second, designers 
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reorganize the information, "reorder it in a way that is different from the way the client 
presented it" (Oldach 1995, p.28). This will gives designers different perspective on the same 
information. Then, designers develop a logical outline and hierarchy for the information. 
According to Oldach, this leads designers' mind to retain more information while it is 
processing (p.28). After that, designers restate the information in a variety of forms to evaluate 
the information and refine the objectives of the project (Oldach 1995, p.28). 
Readdressing the objective of the project is another way to process the information. 
Oldach suggests designers review what the client actually asks them to communicate relative to 
what the audience needs to know to define what in the stated objectives the designers could 
readdress. However, according to Oldach, to readdress the objective of the project, designers 
should be diplomatic as much as they can. Oldach explains, "challenge does not mean argue or 
disagree. It means, ask questions to confirm an assumption-yours or the client's" (Oldach 
1995, p.28). He continues, "Usually this is done through questioning. Instead of saying, 'I 
don't think you're talking to the right audience,' begin a series of questions to challenge the 
client's thinking. 'Who is your current target audience?' 'How did you identify this 
audience?' 'What has the reaction from this audience been so far?' And so on" (Oldach 1995, 
p.29). Oldach stresses, "Challenge the client's assumptions and understand where those 
assumptions came from. Enough questions will confirm or contradict the assumption" (Oldach 
1995, p.29). 
According to Oldach, when designers process and immerse themselves in the 
information to the point of saturation, they need to stop. Oldach states, "File the notes. Close 
the books. Put away your Rolodex cards and relax. Take a break, take a hide, or take up 
another project" (Oldach 1995, p.29). This gives designers the time to let the information 
marinate in their brains as Oldach mentions, "The off time, the time that you relegate the project 
to your subconscious, will give you the chance to spice the mix of information with outside 
influences" (Oldach 1995, p.29). He continues, "At this point, everything you do, see, touch, 
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feel, taste, think, experience and hear will influence the way you see the information when you 
return to it" (Oldach 1995, p.29). 
According to Oldach, the time for this process should go on as long as designers' 
schedules permit. He addresses, "The more spice you add to the basic information, the more 
spin you put on the solutions that emerge. Minimally, this process might take a few hours. 
Optimally, it should take a few days. It could even take weeks, if you have that much time" 
(Oldach 1995, p.29). Oldach continues, "When you can let the information stew for more than 
a few days, review the information every couple days. This will bring the information back to 
the surface as it begins to fade behind more immediate concerns" (Oldach 1995, p.29). 
After those processes are done, designers should be able to come up with a clear 
objective for the design approved by the client. Oldach defines the objective for the design 
project, "An objective is the desired result, or goal, of any course of action. In design, our 
course of action is projecting a message to a specified audience in the hope of obtaining a 
desired response from that audience" (Oldach 1995, p.31). According to Oldach, the objective 
should be clear, state the essence of the problem well, provide a concrete way of evaluating 
solutions to the problem, and reinforce the stated objectives and goals of the organization as a 
whole (p.36). After the objective for the design is stated, a clear and strong message for the 
design that designers will use to communicate with the audience is developed. According 
Oldach, the message for the design should be specific and focused as he mentions, "A single 
communication piece can't be all things to all people. The more specific the message and the 
more focused the audience, the more effective the results" (Oldach 1995, p.30). The message 
for the design needs not only to be clear, strong, specific, and focused, it also needs to meet 
the client's expectation and be quickly understood by the audience. 
After designers clearly define the objective and the message for the design, they 
develop the design criteria. Oldach describes the design criteria, "From the objective will 
spring a list of visual criteria that translates client, marking and business jargon and language 
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into design language. This means that you will take the agreed-upon objectives and translate 
them into terms that mean something to you, the designer" (Oldach 1995, p.36). At this point, 
designers are ready to create the design for the project using all information and basing the 
design on the defined objectives, message, and design criteria. Oldach states, "Now that you 
have determined the objective and audience for the piece and defined the desired results, you 
are ready to develop the unique, creative vehicle for this project. You will discover the value of 
all that information you've poured into your head when you get to this point" (Oldach 1995, 
p.37). He continues, "Now the objective become subjective. Now fact becomes metaphor and 
data become innovation and creativity. It's like putting all of the ingredients into a bowl. Now 
you get to add the spice" (Oldach 1995, p.37). 
2. Getting to Ideas 
This step is the discussion of the processes that designers use to help them get their 
ideas or solutions for the design problem. Oldach starts this step by discussing the first 
process, brainstorming alone. 
a. Brainstorming Alone 
"Write it all down" (Oldach 1995, p.44) is one of the techniques of brainstorming 
alone. Oldach states, "free-flowing thoughts jump out at you and they keep coming throughout 
the creative process. They must be recorded. Write them down. Sketch, jot and scribble 
them, or package them neatly in a file folder for you to reference" (Oldach 1995, p.44). The 
sketchbook is one of the aids that provide designers spaces to collect all ideas developed out of 
the project. It is a great source of inspiration (Oldach 1995, p.44). Oldach suggests designers 
to "make it your basic rule to carry a sketchbook every where you go. It should be glued to 
your fingers and serve as an extension of your mind" (Oldach 1995, p.44). Designers should 
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record everything in a sketchbook, "draw, write, scribble, doodle ... Tape pieces of ephemera 
that you've collected or tidbits from magazines or newspapers into the sketchbook ... You'd be 
surprised what ends up in a sketchbook" (Oldach 1995, p.45). 
A project file is another aid for designers to keep all sketches and other materials that 
they put in their sketchbook together. Oldach mentions, "a project file is the next best thing to 
carrying a sketchbook. This file folder is a 'catch-all' for everything you've collected 
regarding a project" (Oldach 1995, p.45). Oldach continues, "Of course, your notes and 
background material for the project are collected here, but so are scribbles on napkins from 
dinner last night and a brochure you picked up at the airport that has an interesting color 
scheme" (Oldach 1995, p.45). 
Project notebook is another aid for designers to organize materials that they collected. 
This project notebook should only be used for a large project not a small project (Oldach 1995, 
p.45). Oldach mentions about this project notebook, "The notebook format gives you the 
opportunity to arrange and rearrange the materials in different ways. It helps you to categorize 
the information ... A project notebook usually starts out as a random sampling of materials and 
evolves into an organized and edited collection to turn into a working idea" (Oldach 1995, 
p.45). 
According to Oldach, when designers are in the creative development phase, 
brainstorming alone, it is important for them to keep their ideas flowing. He states, "good 
ideas, bad ideas, boring, hot or cold. Brainstorming is just what it sounds like: a storm of 
ideas to be caught, examined, twisted and analyzed" (Oldach 1995, p.45). However, 
designers should not stop the process of brainstorming alone because of a one great solution, 
they should have lots of ideas to work on as Oldach states, "that's why more is better ... There 
is more than one solution to every problem" (Oldach 1995, p.48). He continues, "So don't 
stop at the one great solution. If you do, you will never know what might have emerged next. 
47 
It is always the next idea you generate that is the most creative and original one" (Oldach 1995, 
p.46). 
Oldach suggests designers to go to the place far form the source of ideas for the 
problem when they think about the ideas for the design. He explains, "While thinking about a 
particular design problem, go to the museum, airport, grocery store of better yet, some place 
you've never been before. The further from the problem your source of ideas is, the more 
original the ideas. If you mine for gold in the same place over and over, you'll not find any" 
(Oldach 1995, p.48). The most important for designers is to keep their minds open when they 
look for the solution as Oldach mentions, "Keep an open mind. If you look for it, you'll find 
it" (Oldach 1995, p.48). 
Getting into the mind of a child is another possibility for designers to get the ideas for 
the project (Oldach 1995, p.49). Oldach states, "Get into the mind of a child ... When children 
are asked a question, their answers seem to be obvious but still unique. Their questions are 
insightful and direct. Their minds are not colored with prejudice, politics, judgment or 
criticism" (Oldach 1995, p.49). He continues, "The curiosity of a child generates the most 
innocent, obvious, naive and untainted thoughts" (Oldach 1995, p.49). According to Oldach, 
in order to get into the mind of a child, designers should look beyond their own knowledge and 
see the problem from an open and naive state of mind. Oldach describes, "Sometimes you 
cannot see beyond your own nose. You think in the same way everyday and get stuck in the 
rut that routine digs ... Lose insight and knowledge. Come to the problem in an open and 
naive state of mind. This new point of view will generate a fresh cache of information that is 
clean and free of judgment" (Oldach 1995, p.48). 
Knowing the capacity of themselves is another issue that designers should pay attention 
to while they are in the process of getting ideas (Oldach 1995, p.54). According to Oldach, 
designers should know when and where they get most of their ideas and how to set themselves 
for some parameters and constraints to help them get the ideas. Oldach explains, "I am most 
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frustrated when my mind is working and my body isn't ready ... Once you figure out how 
your mind works, you can be better prepared to capture ideas when they most often come to 
you" (Oldach 1995, p.54). Another way for designers to get the ideas for the project, 
according to Oldach, is to combine ideas to make a new one or think about the ideas in an 
opposite direction. Oldach describes, "Get into the habit of looking at things from opposite 
sides ... when developing a concept, try to come at the problem from the other end. The fresh 
perspective will give you new insight into the idea" (Oldach 1995, p.55). Oldach further 
states, "If something demands to be white, try making it black. If something is normally stated 
in words, substitute numbers ... Exploring opposites can tum your first idea into many more" 
(Oldach 1995, p.55). 
"Extremes" is another approach to the process of brainstorming alone as Oldach 
mentions, "When you explore an idea, look at its most extreme version" (Oldach 1995, p.58). 
He continues, "This presents the idea in its purest form. You could also exaggerate some of its 
features ... If you should use little imagery, use non at all ... Pushing a good idea to extremes 
can make it a brilliant idea" (Oldach 1995, p.58). 
b. Brainstorming in Group 
Brainstorming process is most successful when several people get together with sleeves 
rolled up and ]Jlinds open (Oldach 1995, p.60). Oldach suggests some basic thoughts and 
rules for a member of a team in a group brainstorming to keep in mind . The examples of those 
rules are as follows: Every one in the room is an equal participant; No ideas are bad; Record all 
thoughts and ideas; Start the brainstorming session with an examination of the problem; 
Always restart the problem in terms other than those in which it was originally described; 
Silence is bad; Noise is good; Brainstorming when everyone is fresh; And keep the tone of the 
session light and playful (Oldach 1995, p.61). The environment for a group brainstorming is 
also important as Oldach states, "A sterile environment begets sterile thinking. You can only 
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be innovative where you feel comfortable and nourished" (Oldach 1995, p.61). Oldach 
mentions the two essential characteristics of the environment for a group brainstorming: 
1. It's fun, comfortable, physically enjoyable and stimulating. 
2. It's open to risk and has no hierarchy; it's nurturing and tolerant 
(Oldach 1995, p.61). 
Oldach also urges designers to create great environment for an innovation as he 
describes, "Every designer needs a haven for innovation. If you work for someone else and 
find you're afraid to take risks or have your ideas judged, you won't do your best work" 
(Oldach 1995, p.61). He suggests how to create "a haven for innovation" for designers, 
"First, get rid of negativity. 'No' is not part of the language of creativity. No breeds fear. 
'You can't do this.' 'I don't like that' ... All these negative reactions break the creative spirit" 
(Oldach 1995, p.61). Instead of saying "no," Oldach suggests designers to encourage further 
development of potentially risky ideas. He mentions, "Don't edit until the brainstorming 
session is over. Judgment and evaluation are big parts of the creative process, but they have 
no place in the brainstorming process" (Oldach 1995, p.62). 
c. Merging Words and Images 
Oldach states, "The words within a creative communications solution are perfectly 
married to the image. Both are symbiotic to the significance and meaning of the message" 
(Oldach 1995, p.63). Oldach mentions that most designers pay more attention to images, the 
visual portion of the design, than words. He states, "Too many designers believe that their 
only responsibility lies within the visual portion of the solution. Think again. As designers, 
we work with many tools. Typography is one of those tools" (Oldach 1995, p.63). He 
continues, "Just picking the typeface isn't enough. How the message is conveyed and 
interpreted through typography determines the success or failure of the design" (Oldach 1995, 
p.63). According to Oldach, designers should get involved in the writing. It does not mean 
that designers should take responsibility for the writing themselves, but just to get involved 
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with the writing phase enough to merge words and images effectively. Oldach suggests ways 
for designers to get involved in the writing. Those ways are as follows: Involve the writer and 
designer in the brainstorming process together; Review a draft of the manuscript or outline; 
Involve designer in the editing process; Discuss the design development with the writer; 
Present the writer and designer as a creative team for the client; And present the rough layout 
with the draft manuscript and the finish layout with the final manuscript (Oldach 1995, p.66). 
d. Creative Word Play 
This section is a discussion of how words facilitate the creative thinking process for 
designers. Words from a brainstorming session create images and thoughts in the mind of 
designers as Oldach describes, "Every word on a brainstorming list creates a series of mental 
images that will be affected by each person's experiences, vision and memories" (Oldach 1995, 
p.67). Those mental images change the message in various directions (Oldach 1995, p.67). 
According to Oldach, words can talce designers to think in opposites (67). Designers also 
impose a different point of view from words (Oldach 1995, p.67). Designers can also translate 
meaning and sound of words to enhance or contrast with the visual approach as Oldach 
mentions, "Words sound different when spoken aloud to someone else from when you write 
them down on paper" (Oldach 1995, p.70). He suggests designers record a conversation 
between themselves and another person in a brainstorming session, play it back, and transcribe 
a portion of that conversation to see the different tones, sounds and pacing of the words when 
they appear (Oldach 1995, p.70). Oldach suggests designers use those differences to create 
dimension and to enhance or contrast to their visual approach. 
After designers have a clear and creative verbal approach, they need to malce sure that 
the verbal is understandable. Oldach suggests designers to use humor and metaphor as method 
to grab the audiences' attention (p.71). However, designers need to be aware of their verbal 
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approach; they should double check that the audience understand the verbal. If not, they need 
to change. 
Images come with the verbal as Oldach states, "Words drive content. Images drive 
perception" (Oldach 1995, p.71). Those two are inseparable (Oldach 1995, p.71). Therefore, 
it is important for designers to pay attention to words as much as images in their design. 
e. Doodle and Thumbnail Sketching 
Designers could generate a lot of visual concepts form "Doodle and Sketch" (Oldach 
1995, p.76). According to Oldach those two ways are by far the best ways to create visual 
concepts quickly (p.76). Doodling is described by Oldach as a therapeutic activity that is done 
"while your mind is meandering in other directions-while you're on the phone, for instance. 
Amazing visions begin to appear" (Oldach 1995, p.76). He continues, "The beauty behind 
doodling or thumbnail sketching is that a thought is captured as a pure and raw idea, not as a 
stylistic solution" (Oldach 1995, p.76). He continues, "When you look back over several 
pages of miniature sketches, you'll begin to see things you didn't intend to do while you were 
sketching" (Oldach 1995, p.76). 
The tool that designers use to create a doodle or thumbnail sketch is also important 
since different tools create different influences to the interpretation and translation of the 
sketches (Oldach 1995, p.76). Oldach mentions, "A sketch implemented with a pencil will 
have a different quality of line and therefore suggest different visual approaches than thumbnail 
sketches done with a brush. Sketching with color will suggest different interpretations than if 
you sketch in just black and white" (Oldach 1995, p.76). He urges designers to consider using 
different tools while doing sketches. He also gives some examples of tools for designers to 
generate their sketches. Those tools are as follows: pencil, brush, color media, cut and paste, 
dimensional sketching which feeling, sound, or smell, and sketching on the computer (Oldach 
1995, p.77). In sketching on the computer, it is important for designers to print the sketches 
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out from the computer first before they evaluate them Oldach states, "Don't present or evaluate 
the computer sketch on the computer screen ... Print them out before evaluating them. Put 
these sketches beside pencil sketches" (Oldach 1995, p.77). 
3. Growing Ideas 
a. Editing Ideas 
After designers get ideas for the project, the next step is to evaluate and edit those ideas. 
According to Oldach, it is difficult to evaluate and edit ideas with fair judgment and objective 
evaluation. Oldach suggests designers edit ideas with both realism and creativity. He states, 
"Judging ideas, especially your own, requires balance between realism and creativity. Being 
realistic keeps the most bizarre, unreadable and uninterpretable ideas from being produced" 
(Oldach 1995, p.88). He continues, "Realism reminds us of the objectives of the project and 
forces us to accept constraints such as readability and budget. And being realistic helps us 
work with uneducated and unrealistic clients in evaluating our great design ideas" (Oldach 
1995, p.88). On the other hand, Oldach states that creativity also helps designers, "balancing 
on the edge, pushing harder, taking risks, and staying new and fresh. Being creative helps 
your message stand apart from all the other communications surrounding it" (Oldach 1995, 
p.88). 
Oldach suggests designers how to edit and evaluate their ideas to develop the design 
piece starting with the first step, "Reviewing the objectives" (Oldach 1995, p.88). Designers 
need to review the objectives of the project first in order to reacquaint themselves with "the 
communication objectives that were established and approved by the client at the beginning of 
the project" (Oldach 1995, p.88). Those objectives define the audience, the message, the 
environment and the delivery of the project. Therefore, it is important for designer to review 
them and edit their ideas in the direction indicated in those objectives. Some ideas that 
designers have at this point might not fit to the objectives perfectly; however, they may work 
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when designers develop them. According Oldach, designers should not eliminate ideas for the 
wrong reasons. Those wrong reasons are indicated bellow: 
1. If an idea is offensive or disturbing, this is not necessarily bad. Remember it is 
soliciting a reaction, an objective for all design. You may need to soften the message or 
spin it in a different direction. Reaction, any reaction, signals good communication. 
2. If an idea is good, but surrounded with distracting style and technique, eliminate the 
style. Extract the idea, and rework it to bring out the concept. 
(Oldach 1995, p.95) 
Oldach urges designers to eliminate ideas only for the right reason. Those reasons are as 
follows: 
1. If any aspect of idea does not work. Even the smallest part of an idea can get in the 
way of successful communication 
2. If any ideas is built entirely from style and technique 
3. If an idea isn't clear or won't be understood by the identified reader 
4. If an idea doesn't solicit any reaction for anyone in the group (It is clearly not 
exciting) (Oldach 1995, p.95) 
According to Oldach, designers can also make this decision by discussing ideas with 
their colleagues who have not been involved in the creative development with them (p.89). 
Oldach states, "People not exposed to the information prior to the editing session provide a 
fresh point of view. They should challenge inappropriate assumptions and unclear concepts ... 
talking the concepts through, rather than simply sketching the application" (Oldach 1995, 
p.89). 
Design criteria is also important in the editing process since it performs as a framework 
for the development of the design (Oldach 1995, p.89). Oldach describes, "Obviously the 
design criteria dictates how the concept is played out on a production level. You must now 
embrace the criteria discussed and documented at the beginning of the process. Define all 
constraints and prepare to stay within them" (Oldach 1995, p.89). Oldach urges designers to 
go through all the editing and evaluating process with the clients' approval. He states the 
importance of clients' interaction for the process, "Clients generally embrace objectives, 
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constraints and criteria that they helped to create. These factors influence your design and, if 
they're discussed and approved with the client's help, they'll remain intact throughout the 
process" (Oldach 1995, p.92). 
After designers edit their ideas, they need to transform those ideas and develop them 
into the design work or the communication piece. According to Oldach, in the process of 
developing the ideas, audiences' reaction is also important (93). He states, "Too often, clients 
and designers attempt to cover all the bases by throwing a lot of information, photos, graphics, 
icons, borders and rules into the communication" (Oldach 1995, p.93). Oldach continues, "If 
the audience doesn't get the information one way, they reason, they'll get it another. Instead of 
encouraging the audience to understand, however, you'll discourage them from reading 
altogether. Make it easy for the reader to find, understand and respond to the message" 
(Oldach 1995, p.93). Oldach suggests that designers discuss and test full-scale sketches of the 
design with the audiences and record their reactions. According to Oldach, the solicit three 
reactions from the audience that show the success of the communication piece are first, "Aha," 
second, "Got it," and third, "More" (Oldach 1995, p.93). 
"Aha" is the reaction of discovery that comes from the audience when they first look at 
the design piece (Oldach 1995, p.93). Oldach further explains, "The 'aha' factor solicits an 
investment of time and mental energy in deciphering the meaning of the communication" 
(Oldach 1995, p.93). He continues, "If readers are intrigued by and want to be involved with 
the concept, you've achieved a high 'aha' factor. If they're too bored or challenged, they'll 
lose interest, and you will have achieved a low 'aha' factor. The faster the readers say 'aha,' 
the better" (Oldach 1995, p.93). 
"Got it" is the ability of the audience to understand the important points that designers 
and clients want to communicate to the audience through the design piece (Oldach 1995, p.93). 
According to Oldach, the audience should not take a lot of time to get through the information; 
if they take a lot of time, that piece should be refined. To reinforce the idea of "got it," Oldach 
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states, "The ability to skim the information and glean the most important points will keep them 
hooked. On the other hand, if readers need to invest a lot of time to get more information, 
you'll lose them ... Keep the information accessible and skimmable. Interesting headlines and 
images and highlighted bits of information that reinforce the message score high on the 'got it' 
scale" (Oldach 1995, p.93). 
Oldach describes "more" as the continuity of the audience with the same communication 
piece (p.93). He further explains, "You want to leave the readers wanting more. After they've 
skimmed the communication, they hang around a bit longer to actually read it in detail" (Oldach 
1995, p.93). Oldach continues, "Raise your 'more' score by filling the communication with 
just enough well-presented information. Don't forget to tell the readers what you want them to 
do when they've finished with the communication" (Oldach 1995, p.93). 
b. Adding Substance to the Concept 
Adding substance to the concept is part of the editing process in the very last state of the 
process created to help designers reshape their design. 
According to Oldach, in this process, designers need to evaluate their design against its 
ability to stand out in the environment, make sure that their design reaches the selected group of 
audience and communicate the message to them effectively. In order to make the design stand 
apart from other communications, designers must make their design speak with a single voice, 
project a focused vision, and present a unique viewpoint (Oldach 1995, p.99). 
To make the design speak with a single and distinctive voice, Oldach suggests 
designers define the voice of their communication as profiling a person. He explains, "You 
identify a unique personality-its character, morals, ethics, politics, lifestyle, belief system and 
appearance-that will draw the target audience" (Oldach 1995, p.100). Oldach continues, 
"Make that personality consistent throughout the entire communication. And make sure that 
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voice makes sense, that its speech is directed by established communication goals. Then give it 
life through appropriate type, image, layout, structure, paper, size" (Oldach 1995, p.100). 
According to Oldach, the communication piece will lack a focused vision when it tries 
to communicate too many things at once, tries to combine numerous ideas or conceptual 
approaches with no connection to each other, and tries to soft sell the message (in an effort not 
to offend anyone, the communication piece will not communicate at all) (Oldach 1995, p. 100). 
On the other hand, the design piece will project a focused vision when designers: 
1. Define a hierarchy of information. Tell readers clearly what they want them to read 
first, second and third. 
2. Define the single message that designers want the audience to walk away with and 
forget everything else. Don't throw a lot of random information at the reader, hoping 
they catch some of it. Make it one message for one audience from one source. 
3. Communicate with conviction. If designers know or believe something, 
communicate it. Share their client's faith in and enthusiasm for his product or service. 
Yes, designers must be sensitive to others, especially their audience, but they can be so 
quiet and polite that they get run over. (Oldach 1995, p.101) 
A unique viewpoint of the design can also make that design stand out from others 
(Oldach 1995, p.101). Oldach describes, "Changing the point of view encourages you to look 
at things in a different way. Take a message emanating from a corporation. Now deliver that 
same message from the point of view of a six-year-old girl, a seventy-six-year-old grandfather, 
a forty-six-year-old carnival barker, and a twenty-six-year-old garage mechanic" (Oldach 1995, 
p.101). He continues, "The message looks and sounds differently in the eyes of each of these 
people and will be interpreted differently by the audience. This is a basic concept but effective 
in presenting your message in a different light" (Oldach 1995, p.101). Oldach suggests 
designers chose a point of view for the communication based on the objectives of the project. 
That viewpoint should capture attention from the audience, entice the audience to read or to 
read more throughly, facilitate understanding and meaning of the message, and force the 
audience to see the same old thing with a fresh new face (Oldach 1995, p.101). Oldach 
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concludes this process, "A change in point of view can force the audience to see the 'same old 
thing' from a fresh perspective" _(Oldach 1995, p.101). 
c. Understanding Style 
According to Oldach, after designers edit and evaluate ideas for the design, they 
develop the style (106). Oldach mentions, "Style is part of design ... I believe you can be 
creative and functional, practical and stylistic. But you need to be appropriate" (Oldach 1995, 
p.106). According to Oldach, the decision for the style not solely depends on stylistic trend, 
but must be supported with rationale as he states, "It's dangerous for us, as a profession, to 
present ourselves solely as stylists: This encourages clients to view us as decorators, robbing 
us of the opportunity to add substance, analysis and thinking to their communications" (Oldach 
1995, p.106). He continues, "Creativity is not style. It's not technique. Style and technique 
are creative tools, but they're not the substance that sets a communication apart or demands that 
an audience react. The best communication, the best design, is that which breaks through the 
barriers of time or trend" (Oldach 1995, p.107). 
d. Pushing Ideas 
At this point, the idea or solution that designers have is ready to transform to the design 
piece. This step, pushing ideas, is the discussion of how the basic tools and techniques in 
design can help designers produce the design piece. Oldach mentions, "as designers, we must 
choose among a whole warehouse of design techniques, approaches and tools. We must 
evaluate endless rules about grids, type, images, color, paper choice and print quality" (Oldach 
1995, p.114). He continues, "We balance attention to the minutest detail in the implementation 
of a project against the big picture agenda of the client ( or the audience) to create inspiring 
design communication" (Oldach 1995, p.114). 
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Grid is one of the basic design tools created to assist designers structure and organize 
their design (Oldach 1995, p.114). However, according to Oldach, grid should not dictate the 
visual look of the design piece, instead it should add some subtle visual continuity to the piece 
(p.114). Oldach indicates the benefits provided by grid: 
1. The simplest grid helps you define margins and gutters to frame the page. 
2. Grids can define the location of a single key element on the page such as a headline, 
page number or image. Other elements can be applied freely on the page. 
3. Grids can be built intuitively by first arranging the elements on a page using insight, 
knowledge and experience. Then build a grid around that intuitive arrangement of 
elements. This new grid will guide the layout of the publication's subsequent pages. 
4. A tight grid with inflexible constraints can structure your page. Then you can 
aggressively manipulate elements on the page, pushing the limits of conformity to the 
grid. (Oldach 1995, p.114) 
Type is another design tool which is very important in the design as Oldach states, 
"Type is everything. It is the message and the messenger. Type can be strong or weak. It can 
enhance or it can detract from the meaning of the message. It can interpret and influence, 
translate and transform. Use it wisely" (Oldach 1995, p.115). Type is a powerful tool with 
many applications (Oldach 1995, p.115). According to Oldach, type can assist designers 
organize the content of the design, it can interpret the message, it can be both word and image, 
and it also can control audiences' interest (p.115). 
As mentioned, type can help designers organize the content of the design. It helps 
designers distinguish levels of content and the hierarchy of information in the design. Oldach 
states, "Type can organize your content ... It organizes and, creatively speaking, sometimes 
that's all it needs to do. After you've clarified the organization of the communication with 
typography, it's not necessary to add further doodads and to style your communication. Let 
the type speak for itself' (Oldach 1995, p.115). 
Designers can also use type to interpret message in the design (Oldach 1995, p.115). 
Type facilitates meaning and tells the audience "which word is important in a sentence, which 
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sentence is important in a paragraph, or which page is important in a publication' (Oldach 
1995, p.115). Oldach mentions, "Your typographic choices-face, scale, color and 
readability-build on or strip away the meaning of words on the page" (Oldach 1995, p.115). 
Type alone can also perform as an image illustrating the concept of the design (Oldach 
1995, p.115). Oldach describes, "Type as image has become more possible with the advance 
of the computer ... computers have put type into our hands in the same way paint and brush 
were given to Michelangelo" (Oldach 1995, p.115). He continues, "Playing with type ... 
designers are painting with type, creating images with type, creating entire publications without 
any images other than type-and holding the reader's interest without conventional images" 
(Oldach 1995, p.115). 
Type can control audiences' interest, mentioned previously. According to Oldach, 
designers use type to organize words and text in design to control the audiences' attention to 
stay with the design piece and read the message that designers and clients intended to 
communicate. Oldach explains, "Your words can be powerful. But the presentation of the 
words, through typography, will control the audience's ability to hang in there" (Oldach 1995, 
p.115). He continues, "Typography can turn words into texture or into poetry. The typeface 
you choose, the size, the leading, and the way you break the text into lines or phrases all 
influence the meaning of and determine the reader's ability to stay with the communication" 
(Oldach 1995, p.120). 
Image is also one of the design tools that assists designers to create effective design 
(Oldach 1995, p.120). According to Oldach, images can be applied in many ways; they can 
provide a clear focus message for the reader and draw readers' attention. They also can be 
foreboding or depressing, be light and humorous, and also can present the story in the design 
and replace a word in the sentence. However, images can also make the words next to them 
confusing. Therefore, designers should be aware of how they use images. According to 
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Oldach, any image that does not influence the message or an image that is meaningless is not 
worth using (p.120). 
Color influences the audiences' attention and is the single most discussed and criticized 
aspect of a presentation to a client (Oldach 1995, p.121). Oldach states, "Color has impact, 
meaning and presence. _ It can influence style and understanding. Color can be predictable or 
surprising, boring or stimulating" (Oldach 1995, p.121).· Like other aspects of the design, 
color should be based on the project objectives. According to Oldach, designers should 
present the layout for the design without color (black and white) first, and then supplement that 
layout with color samples to indicate the possibility of colors for that design (p.121). If 
designers present the layout with the color first, it will force the discussion that they have with 
their clients to focus more on color choices than the idea behind it. 
Good choice of paper also reinforces the communication objective of the design 
(Oldach 1995, p.121). Oldach describes, "the choice of a paper stock has more impact on 
defining the message than most of the other choices you'll make in the course of designing a 
project" (Oldach 1995, p.121). He continues, "It's not just the choice of a paper stock that 
influences the message, it's also what you do to the paper. The characteristics of the materials 
you use ... what happens to these materials during manufacturing will either hinder or help the 
communication's success" (Oldach 1995, p.121). According to Oldach, designers also need to 
be aware of how the paper of their choice can impact the audiences' reaction. Oldach suggests 
how designers consider their choice of paper: 
1. Think in terms of function. Will readers keep it or throw it away? Will they frame 
it, fold it, or put it in a pocket or a file folder? 
2. Think in practical terms. Do you want the reader to write a response on a postcard in 
the back or fill out a form? Dose the paper need to accommodate handwriting? 
3. Think about the "voice" of your client. Does the client need to appear socially 
responsible through the use of recycled paper? Does the client need to appear 
"classy" or "raw?" 
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4. Go beyond what the audience is conditioned to seeing. Does the cover stock really 
need to be heavier than the text stock? Does the paper need to be opaque? 
5. Think in terms of extremes. What if the communication were printed on gloss, 
bright white, heavy-weight paper? What if it were printed on newsprint or corrugated 
cardboard? (Oldach 1995, p.124) 
After designers make the decision on color, paper, type, and image based on stated 
objectives, clients' concerns and audiences' needs, they produce that design piece. According 
to Oldach, in the process of producing the design, designers should be concern about the 
quality, the production cost, and the details of the process. They need to look at the process in 
a big picture (Oldach 1995, p.125). Oldach mentions, "Budget and production costs are the 
area where it's easy to lose sight of the big picture. That's why even the proposal can be a tool 
for enchanting your concept" (Oldach 1995, p.131). He continues, "The value of preparing a 
proposal or estimate of fees is to separate the decision making for design and printing ... 
prepare for the fact that decisions made in the process of development will influence printing 
costs. Help client understand the big picture-the trade-offs that affect the success of the 
communication" (Oldach 1995, p.131). 
e. Remembering the Audience and Managing Client Expectations 
In the design process, either in the process of getting ideas or in the process of 
evaluating and producing the design, designers must interact with the client and be aware of the 
audiences' reaction to the design (Oldach 1995, p.134). Designers spend a lot of time develop 
the creative approaches to solve the design problem, and spend more time to evaluate and 
process that communication piece. Therefore, they should not be interrupted with the problems 
from clients caused by poor communication between them. Oldach suggests how designers 
should manage the client's expectation throughout the project: 
1. Always bring the decision-making process back to the objectives and design criteria 
of the.project that were approved by all decision makers. If you have successfully 
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integrated those objectives into your solutions, it's more difficult for the client to 
challenge the approach. 
2. Make sure the decision makers are familiar with the objectives and constraints of the 
project before you present the solutions. A quick restatement of the problem and 
assumptions that were made going into the creative process helps bring the decision 
making closer to an objective process. 
3. Never be defensive in discussing creative approaches. It's better to listen to what's 
being said about the presentation without comments. Listen is the key word. 
4. Always remind the decision makers of the objectives before you challenge their 
comments. 
5. If your solutions are content driven, they are easier to discuss. If your solutions are 
stylistic, they are more subject to evaluation against personal tastes, likes and dislikes. 
It is easier to explain your reasoning (objective) than it is to justify your preferences 
(subjective). 
6. Search for the core issue behind any concern expressed in the meeting. A concern 
about a seemingly trivial point may actually conceal a more serious issue, such as 
appropriateness for the audience or control of the project. 
7. Accept that some clients will not make intelligent decisions. Know when to back 
down. But when you do, decide if this is really a client you want to continue to work 
with. If you are effective in managing the expectations and decision:-making process, a 
client, even a bad one, will generally make good decisions. Remember, you choose to 
work with clients as much as they choose to work with you. 
8. Be aware of and attempt to avoid the major pitfalls in.client decision making: 
committees, uninvolved parties influencing decision making, and a catalog approach to 
approving design ( choosing elements from each direction to be combined into a single 
design). 
9. Control the approval process by presenting only options that you want approved. 
10. Get rid of "The Attitude" (if you have it). Some designers believe they know more 
than their clients. Some even believe they perform magic. Others believe they are a 
special class of people. We don't and we aren't. We are professionals, equal partners 
with our clients. We have a unique point of view because we have a unique skill. This 
makes us no better than anyone else. You will enjoy many more creative successes 
with your clients if you treat them as peers. (Oldach 1995, p.136) 
Oldach also suggests the basic questions for designers be a checklist for the audiences' 
reactions to the design throughout the design process: 
1. Does the communication solicit a response? If the answer is "yes," move to question 
number two. If the answer is "no," go back to the drawing board. When you don't get 
a rise out of your audience, you haven't done your job. Many things can get in the 
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way of soliciting a response from your audience. Maybe you made some wrong 
assumptions about them. Maybe you are telling them too much or too little. Maybe 
your audience is jaded, and you must be more creative to get through the noise. Or 
maybe you are part of the noise and need to tone it down a bit. If the readers look at 
your design and look away with a stone face or, worse yet, a yawn, return to Go. 
2. What is the response? If it's a violent one, you may have a problem. But if the 
reader smiles, sheds a tear or even just nods, you are moving in the right direction. 
Many communications ask the reader to respond to the client--call, send in a card or 
order something. If this is the case, your design solution should build to that ultimate 
response. 
3. Is it the right response? Watch the reader. Make sure he interacts with the piece in 
the desired way. See how long he stays with the piece. Or does he merely skim it? If 
after reading the piece, he reacts as the client wants and you planned, that's the right 
response. (Oldach 1995, p.133) 
If designers interact with their clients and are concerned. about the audiences' needs 
throughout the design process, their designs will be more focused, correspond to the objectives 
of the project, creative, innovative, and according to Oldach, the designers and their designs 
will be considered successful (Oldach 1995, p.5). 
The design process of Oldach will be discussed with the practice of Insight Medit<ltion 
to establish the relationship between both practices later on in Chapter 5. 
The following chapter, Chapter 4, will be the discussion of how other meditation 
techniques and practices use their meditations to influence or create the art work and also how 
other meditative activities apply meditation practice to their activities. Because of the lack of the 
information about how Insight Meditation and Graphic Design can be connected, the study of 
other meditation practices and techniques is needed to be discussed as the study case to help the 
writer draws the connection from Insight Meditation to Graphic Design. 
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CHAPTER 4 - MEDITATION IN ART 
This chapter is the discussion of how other meditation practices and techniques use 
their meditations to create or influence art work and also how meditation is used in other 
meditative activities. This chapter includes three topics: Meditation in art, The artist and the 
meditation practice, and Meditative activities. Meditation in art includes the discussion of how 
meditation practices such as Zen influence art work. The artist and the meditation practice 
discusses how the artist applies and uses meditation practice to create his art. Meditative 
activities concludes how meditation is used in the activities such as Tai Chi. The first study in 
this chapter is the study of meditation in art which starts with the study of Zen. 
A. Meditation in Art 
1. Zen 
Since Zen is associated mostly with the Japanese culture, it is necessary to refer to 
Japanese Zen masters and Japanese Zen art work. It could be said that part of the Japanese 
culture, especially in the field of creativity, was built by the spirit of Zen. Daisetz Suzuki 
reinforces this idea in his book, Zen and Japanese Culture, "It is a significant fact that the other 
schools of Buddhism have limited their sphere of influence almost entirely to the spiritual life 
of the Japanese people; Zen has gone beyond it ... Zen has entered internally into every phase 
of the cultural life of the people" (p.21). From such influence, almost all Japanese fields of 
creativity have been and continue to be associated with Zen thought. 
a. Zen Thought 
Zen is the Buddhist sect of meditative approach. It emphasizes the meditative activities 
in order to train the practitioner to reach the state of enlightenment. Zen enlightenment means 
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emancipation (Suzuki 1959, p.5). It is an understanding of the body and mind experience and 
the unity of being with the entire universe (Suzuki 1959, p.5). Zen practice is aimed at leading 
the practitioners away from the thought of themselves to realize the true reality which is being, 
ever-changing, and ever-growing as Watts mentions, "the aim of Zen is to focus the attention 
on reality itself, instead of on our intellectual and emotional reactions to reality" (Watts 1958, 
p.19). He further describes the method of Zen: 
The method of Zen is to baffle, excite, puzzle and exhaust the intellect until it is 
realized that intellection is only thinking about; it will provoke, irritate and again 
exhaust the emotions until it is realized that emotion is only feeling about, and then it 
contrives, when the disciple has been brought to an intellectual and emotional impasse, 
to bridge the gap between second-hand, conceptual contact with reality, and first-hand 
experience. (Watts 1958, p.19) 
The whole attention must be directed to the symphony and oneself must be forgotten; 
if any conscious attempt is made to concentrate upon the symphony, the mind is led 
away by the thought of oneself trying to concentrate. (Watts 1958, p.54) 
In the content of art, Zen art is an aid for the meditation practice for the practitioner and 
also a symbol that exhibits the truth of enlightenment to people (Lowenstein 1996, p.122-
123). 
b. Zen Art 
Spontaneity, individuality, simplicity, everyday life, and down-to-earthness are 
described as the unique characteristics of Zen art (Addiss 1989, p.6). Zen art is the "artless 
art" (Lowenstein 1996, p.120). It represents the emptiness and the true nature of all things. It 
is the natural action rather than the intentional action (Lowenstein 1996, p.120). Lowenstein 
describes, "There is no Buddha in the world ... There is only Buddha-mind in the human 
mind," (Lowenstein 1996, p.120). Zen masters or Zen practitioners underline this point of 
view and transcend it into their art. . The right art is the "purposeless, aimless" art which is 
accomplished by letting go and "leaving yourself and everything yours behind you" 
(Lowenstein 1996, p.120). As a result, all that remains is a "purposeless tension" (Lowenstein 
1996, p.120). Sitting Meditation, zazen, is used by Zen masters or Zen practitioners to 
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transcend their self-expression from the physical to aesthetic discipline before and while they 
are creating their art (Lowenstein 1996, p.121). Bellow is the selection selected from Suzuki's 
summary about the relationship between Zen art and the artist (Zen master or Zen practitioner): 
(9) The artist's world is one of free creation, and this can come only from intuitions 
directly and im-mediately rising from the isness of things, unhampered by senses and 
intellect. He creates a forms and sounds out of formlessness and soundlessness. To 
this extent, the artist's world coincides with that of Zen. 
(10) What differentiates Zen from the arts is this: While the artists have to resort to the 
canvas and brush or mechanical instruments or some other mediums to express 
themselves, Zen has no need of things external, except "the body" in which the Zen 
man is so to speak embodied. From the absolute point of view this is not quite 
correct; I say it only in concession to the worldly way of saying things. What Zen 
does is to delineate itself on the infinite canvas of time and space the way the flying 
wild geese cast their shadow on the water below without an idea of doing so, 
while the water reflects the geese just as naturally and unintentionally. 
(11) The Zen-man is an artist to the extent that, as the sculptor chisels out a great 
figure deeply buried in a mass of inert matter, the Zen-man transforms his own life into 
a work of creation, which exists, as Christians might say, in the mind of God. 
(Susuki 1959, p.17) 
Zenga is a Japanese word used to describe painting and calligraphy by Zen masters or 
Zen practitioners (Addiss 1989, p.6). Zenga represents the "being" and "awakening" of Zen 
(Addiss 1989, p.6). Zen masters or Zen practitioners practice meditation while creating zenga 
(Addiss 1989, p.6). They embody themselves, their thoughts, intellect, emotional reactions, 
and focus their attention solely on reality which is the act of creating zenga. They unite 
themselves with that action (drawing or painting). As a result, they draw or paint with 
spontaneity and freedom representing the "isness" or "being" of their actions and their art. 
Addiss describes this process, "The flexible brush, which was held in the fingertips, 
responded to every movement of the fingers, wrist, elbow, and shoulder ... There could be no 
corrections, because they would be immediately visible on the absorbent paper" (Addiss 1989, 
p.8). 
The visual characteristics of zenga are usually described as rough, spontaneous, and 
irreverent (Addiss 1989, p.6). The style of brush work is "dramatically bold, seemingly 
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impetuous, and bluntly immediate in effect" (Addiss 1989, p.6). Because zenga also aims to 
exhibit the truth of Zen enlightenment to people, words or poetry are added in most of zenga. 
Figure 8, "Calligraphy Pair," is one of the examples of zenga at the major Rinzai sect 
monastery of Daitoku-ji. This calligraphy was drawn by Ikkyu (Addiss 1989, p.18). Ikkyu's 
brush work is described as "blunt, angular often rough and above all boldly idiosyncratic" 
(Addiss 1989, p.18). In this pair of calligraphy, Ikkyu urges people to "Do good and refrain 
from evil" (Addiss 1989, p.20). He starts each line with regular brush stroke characters and 
continues down the paper faster and spontaneously as Addiss describes, "As he continued 
down the paper, his overflowing energy bade him to work faster and faster, and the characters 
changed to running and finally to cursive script in which the many strokes of each character are 
reduced to a basic minimum" (Addiss 1989, p.20). 
"Meditating Daruma" (figure 9) is another example of zenga. This work was done by 
Nobutada (Addiss 1989, p.20). Good combinations among painting, poetry, and calligraphy 
are shown in this work. In this piece, Nobutada portrays his nine years of meditative 
experience in front of a wall at the Shao-lin Temple. He uses dark and rough-textured paper to 
suggest the seated figure with an even, sure line. This is an image of meditating on the nature 
of meditation (Addiss 1989, p.23). Nobutada also adds two columns of Chinese-style poetry 
which emphasizes the figure of meditation. That two column poem translates as "Quietness 
and emptiness are enough to pass through life without error" (Addiss 1989, p.23). 
The simplicity of the brushwork and the stunning words of the poetry are also 
illustrated in Fugai's work, "Hotei pointing to the moon" (figure 10). Hotei (Chinese: Pu-tai) 
is identified for a Chinese monk who, in Japan, is a special favorite of Zen artists as subject 
matter, "ranking next to Daruma as a traditional subject" (Addiss 1989, p.50). In this piece, 
Hotei points his finger to the moon to represent that the moonlight is only "a reflection, just as 
our minds are reflections of thoughts, actions, and feelings ... when, like a mirror, we freely 
accept and release these reflections, the moon becomes a symbol of life's treasures, which are 
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Figure 8. "Calligraphy Pair" 
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Figure 9. "Meditating Daruma" 
actions and appreciation rather than possessions" (Addiss 1989, p.51). 
The energetic, spontaneous, and moving brush strokes are also presented in the 
"Moon" (figure 11) created by Gesshu Soko, and the "Nanten Staff' (figure 12), created by 
Nantembo. The "Nanten Staff," as Addiss describes, has an "energetic main stroke from 
which the ink flies off in every direction, suggesting the scale of a dragon's skin ... one can 
almost imagine the mouth and horns and sense the dragon moving, restrained only by the 
tassels at its waist" (Addiss 1989, p.198). 
In conclusion, Zen art is the reflection of "isness" or the action of "being." Zen master 
or Zen practitioner creates zenga with spontaneity emphasizing the natural action of his body 
and mind. He exhibits the truth of "being" through his work. Words or poetry are added in 
most of zenga to make people realize the truth of enlightenment. Zenga is not just a nice piece 
of calligraphy or painting, but is a piece that contains the spirit of Zen waiting for the people to 
contemplate and realize the truth from that spirit. 
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Figure 10. "Hotei Pointing to the Moon" 
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Figure 11. "Moon" 
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Figure 12. "Nanten Staff' 
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2. Dharma Art 
The second study in meditation in art is the study of Dharma Art. Dharma Art refers to 
the relationship among meditation, perception, and artistic expression from Chogyam 
Trungpa' s view point. "Dharma Art" is the term created by Chogyam Trungpa who is one of 
the first lamas to come to the West, a meditation master and the writer (Snelling 1991, p.291). 
According to Trungpa, "Dharma" means "norm" or "truth" and in the context of art, it refers to 
"the state before you lay your hand on your brush, your clay, your canvas-very basic, 
peaceful , and cool, free from neurosis" (Trungpa 1996, p.1 ). For Trungpa, art refers to all 
activities of life. It is not just an occupation, it includes the artist's whole being (Trungpa 
1996, p.1). Art is an ongoing and all pervasive activity (Trungpa 1996, p.1). 
"Dharma Art" can also be called "Meditative Art" since it is an art that springs from a 
certain state of mind of the artist that is direct and unselfconscious (Trungpa 1996, p.1). In 
Meditative Art, artists create art with a sense of total confidence, absenting concern about the 
material or the accomplished master in their mind (Trungpa 1996, p.1-2). Artists express 
individuality without the struggle of thoughts and fears (Trungpa 1996, p.2). By doing that, 
the artists reflect the "norm" of the nature or "Dharma" through art. Trungpa divides the 
discussion of Dharma Art into several chapters in his book. However, this study will focus 
only on the discussion that relates directly to meditation and how the artists use meditation to 
create art work. 
a. Meditation Practice 
According to Trungpa, art is a form of some kind that artists could work on. It is 
similar to meditation practice (Trungpa 1996, p.19). The artists start with the sitting position 
which is also the basic position for meditation practice (Trungpa 1996, p.19). Trungpa 
describes this state as "sitting in the sense that the mind becomes blank" before the artists create 
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art work (Trungpa 1996, p.19). He gives examples of famous musicians such as Mozart and 
Beethoven to describe the idea of sitting still before they play their music, "So the sitting 
practice of meditation is the basic ground ... Beethoven, El Greco, or my most favorite person 
in music, Mozart-I think they all sat" (Trungpa 1996, p.20). Trungpa continues, "They 
actually sat in the sense that their minds became blank before they did what they were doing. 
Otherwise, they couldn't possibly do it. Just coming out of the market and plopping down at 
the dining-room table and writing a play-that's impossible, some kind of mind-less-ness in 
the Buddhist sense has to take place" (Trungpa 1996, p.20). 
From the basic ground of mind-less-ness, the sense of being open or "isness" is 
developed (Trungpa 1996, p.20). According to Trungpa, "isness" is the state of something 
happening as he mentions, "when you sit or don't sit, when you cook your meal or wash your 
dishes, there is isness taking place" (Trungpa 1996, p.20). This "isness" is called "awareness" 
in Buddhist tradition (Trungpa 1996, p.20). Trungpa explains, "Isness is all-pervasive. 
Whatever we do, there is something happening" (Trungpa 1996, p.20). He continues, "For 
instance, if at this moment you are sitting on your buttocks on the floor underneath a tent-that 
is isness. We are here, we are actually here! That kind of awareness is very important. We 
are here, nowhere else. Since we are here, why not be here?" (Trungpa 1996, p.20). The 
basic idea of the "isness" is to pay attention to what is happening now, not in the past or in the 
future (Trungpa 1996, p.20). If the artists are aware of "isness," there will be no separation 
between the medium and them. The medium and the artists become one (p.20). Trungpa 
explains how artists can apply "awareness" or "isness" to create art: 
In terms of art, if you do art, you just do it. You can see that this part of the clay 
is wrongly put or this particular color is wrong, so you scrape it out or use another 
color. You go ahead and do it. There's no problem, and there's no challenge 
either. Nobody is trying to compete against anything. You are not trying to 
become the master of the world. You are just trying to be yourself and express 
yourself in a very, very simple, meditative, and nonaggressive Buddhist way. 
And as you meditate more and you work on your art more, the boundary between 
meditation and the practice of art, between openness and action, becomes fuzzy-
which is what everybody experienced in the past. (Trungpa 1996, p.21) 
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b. Awareness Practice and the Artist 
According to Trungpa, awareness practice is not just sitting meditation or meditation in 
action alone, it also is a unique training practice in how to behave as an inspired human being 
(Trungpa 1996, p.25). The practice of awareness brings the appreciation of mind which is 
also an appreciation of everyday life to the artist (Trungpa 1996, p.25). Trungpa mentions that 
the awareness experience makes artists see through themselves and the world around them both 
inwardly and outwardly. They see for instance concerns about competition or money existing 
in themselves, in others, and in the situations around them. Instead of trying to change that 
situation, Trungpa suggests artists to let go of those concerns, see through them with 
awareness, and simply appreciate the game that those concerns involve, "the games that are 
going on in his life" (Trungpa 1996, p.27). This brings artists to the art of meditative 
experience or "genuine art" called by Trungpa (Trungpa 1996, p.27). Trungpa further 
describes the genuine art as follows: 
The art of meditative experience might be called genuine art. Such art is not designed 
for exhibition or broadcast. Instead, it is a perpetually growing process in which we 
begin to appreciate our surrounding in life, whatever they may be-it doesn't 
necessarily have to be good, beautiful, and pleasurable at all. The definition of art, 
from this point of view, is to be able to see the uniqueness of everyday experience. 
Every moment we might be doing the same things-brushing our teeth every day, 
combing our hair every day, cooking our dinner every day. But that seeming 
repetitiveness becomes unique every day. A kind of intimacy takes place with the daily 
habits that you go through and the art involved in it. That's why it is called art in 
everyday life. (Trungpa 1996, p.27) 
The examples of art in everyday life or "genuine art" is shown in figure 13. Figure 13, 
"Texaco" is a photograph taken by Trungpa. The reflection of the appreciation of everyday life 
is illustrated in this work. "Texaco" shows the uniqueness of the everyday experience around 
the artist. The uniqueness of the everyday experience is also reflected in "Branches," figure 
14. "Branches" shows the unique perception of the tree as Trungpa mentions, "We could view 
the trees as cracks in the sky, like cracks in glasses. We could adopt that change of 
perspective. The space that exists around you could be solid-and you could be only a hollow 
Figure 13. "Texaco" Figure 14. "Branches" 
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Figure 15. "Wire" Figure 16. "A Photograph of a Moonset" 
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in the middle of that solid space" (Trungpa 1996, p.48). Figure 15 is also a photograph taken 
by Trungpa named "Wire." The photograph of a moonset is shown in figure 16 with 
Trungpa' s description, "People keep taking photographs of sunsets, so I thought I might take a 
photograph of a moonset" (Trungpa 1996, p.48). 
B. The Artist and the Meditation Practice 
This part is the study of the relationship between meditation and the artist. The study 
covers not only Buddhist meditation, but also meditation in a broader sense. The relationship 
between meditation and art in this study gathers from various sources. Some of them are the 
relationship between meditation and the artist himself and some are the relationship between 
meditation and art in the process of creating the art work. 
1. Reconnecting Artist's Inner Creativity 
Meditation is used by the artist and the people who want to be creative in Julia 
Cameron's book, The Artist's Way; Path to Higher Creativity. Julia Cameron is an artist, film 
and television writer and director. She is also taught and refined the method of the Artist's 
Way. Cameron mentions the process of meditation in the form of "morning pages" (Cameron 
1992, p.9). Morning Pages is the'way to find creativity in the artist (Cameron 1992, p.9). It 
assists the artist to reconnect with his inner creativity as Cameron states, "The morning pages 
are the primary tool of creative recovery" (p.11). The process of morning pages is described 
by Cameron, "There is no wrong way to do morning pages. These daily morning meanderings 
are not meant to be art or even writing. Writing is simply one of the tools" (Cameron 1992, 
p. l 0). Cameron continues, "Pages are meant to be, simply, the act of moving the hand across 
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the page and writing down whatever comes to mind. Nothing is too petty, too silly, too 
stupid, or too weird to be included" (Cameron 1992, p.10). 
Morning pages bring us to the other side of ourselves, "the other side of our fear, of 
our negativity, of our moods" (Cameron 1992, p.12). It is similar to the practice of meditation 
as Cameron mentions, "It may be useful for you to think of the morning pages as meditation. 
It may not be the practice of meditation you are accustomed to, the pages may not seem 
spiritual or even meditative-more like negative and materialistic, actually-but they are a valid 
from of meditation that gives us insight and helps us effect change in our lives" (Cameron 
1992, p.14). 
There are many ways of thinking about meditation, according to Cameron. Meditation 
could be viewed as "a stress-management technique" when incorporated with physical health 
(Cameron 1992, p.14). Its process can be viewed as a gateway to God from the eye of the 
spiritual (Cameron 1992, p.14). And from the artist's view, meditation might be a passage 
through higher creativity (Cameron 1992, p.14). However, all those meditations share the 
same basic ground which is the experience of wholeness, rightness, and power (Cameron 
1992, p.14). Cameron states, "We meditate to discover our own identity, our right place in the 
scheme of the universe" (Cameron 1992, p.14). She further describes, "Through meditation, 
we acquire and eventually acknowledge our connection to an inner power source that has the 
ability to transform our outer world. In other words, meditation gives us not only the light of 
insight but also the power for expansive change" (Cameron 1992, p.14). Insight in this sense 
is an intellectual comfort as Cameron describes, "Power in and of itself is a blind force that can 
destroy as easily as build. It is only when we consciously learn to link power and light that we 
begin to feel our rightful identities as creative begins" (Cameron 1992, p.14). The morning 
pages allow us to force this link. 
In conclusion, "morning pages" is one spiritual practice that provides the way for the 
artist to contact his inner creativity. The morning pages allow the artist to gain the strong sense 
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of self and to be confident with his creativity. Morning pages provide the opportunity for the 
artist to really listen to what he really thinks which normally is blocked by boundaries. Those 
boundaries include the artist's judgments or other judgments and his attitudes or his 
perceptions through things, which is called by Cameron "Censor" (Cameron 1992, p.13). 
Cameron defines the Censor as "part of our leftover survival brain. It was the part in charge of 
deciding whether it was safe for us to leave the forest and go out into the meadow. Our Censor 
scans our creative meadow for any dangerous beasties. Any original thought can look pretty 
dangerous to our Censor" (Cameron 1992, p.13). Therefore, artists or people who want to try 
anything creative need the spiritual or the meditation practice, in this case "morning pages," to 
break through those Censors and gain confidence to create anything creative including a work 
of art. 
2. Silence 
"Most of us lead busy lives. Such lives are often noisy-too noisy, we say, for us to 
hear ourselves think," stated by Cameron (Cameron 1992, p.172). Meditation is used by 
various artists to create a moment of silence. This silence, according to Cameron, is important 
for the artist and for the process of creativity as she mentions, "Silence is how we catch our 
breath. Silence is how we hear ourselves think, and also how we can hear the still, small voice 
speaking within us. As creative beings, we need silence. We need it or we create chaotic art 
rooted only in the reflection of what is around us, ungrounded in the deeper earth of ourselves" 
(Cameron 1992, p.173). Silence brings the artist's attention inside. It allows the artist to gain 
knowledge of himself and allows him to understand how his creative process works. Deva 
Padma who is an artist that has been meditating for 20 years mentions, "The quality of 
meditative art is that it is conducive to bringing the individual to an experience of silence. It 
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brings the attention inside ... more and more a reach for oneness, peace and silence" (Osho 
International Foundation, 1999). 
The creativity inside the artist is called by Cameron a "creative child" (Cameron 1992, 
p.18). This child is an artist's creative consciousness. It is an artist's vision that sees things 
differently from most people (Weir 1998, p.3). It sees things from the sensitive child eye as 
described by Roberta Weir, an artist and a writer of Leonardo's Ink Bottle; The Artist's Way of 
Seeing, "the way of seeing that has remained open to the freshness of view experienced by a 
child: free of preconceptions, unlimited by ideas of what is possible and what is impossible" 
(Weir 1998, p.3). This "artist child" needs attention from the artist. The artist needs to be in 
silence in order to listen to that child. Silence helps the artist to connect with his inner vision 
and "invite the child who possesses it to live again in the light of the present moment" (Weir 
1998, p.3). Being in silence also allows the artist to let go of all annoying thoughts and open 
himself more to the creative moment. This moment is finely described by Frederick Franck, 
the author of The Zen of Seeing, "In this twentieth century, to stop rushing around, to sit 
quietly on the grass, to switch off the world and come back to the earth, to allow the eye to see 
a willow, a bush, a cloud, a leaf' (Franck 1973, p.1). 
3. The Creative Moment 
The moment of creativity is the moment in which artists create art work. It often refers 
to an unconscious moment in which the artist draws or paints from the aesthetic force with no 
pre-plan (Mahony 1988, p.69). This moment unexpectedly comes without forcing. It is the 
moment in which the artist would quietly paint or draw by himself (Mahony 1988, p.69). Paul 
Klee once described this moment, "Everything vanishes around me, and works are born as if 
out of the void ... my hand has become the obedient instrument of a remote will" ( qtd. in 
Mahony 1988, p.69). 
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Different meditation techniques are used by artists to create the moment of creativity. 
For example, Jos. A. Smith, a New York artist who has been using the combination of trance 
method and Jain meditation technique to temporary displace his mind to experience the present 
moment that does not belong to the ordinary world (Gablik 1991, p.48). Smith trains himself 
to draw from that state of mind. Antar Sargam, a solo violinist at La Scala Theater in Milan 
who practices Osho Zen Tarot meditation technique ( a technique that concentrates on 
transmitting the wisdom of Zen) describes the state of creativity that he experiences from his 
meditation practice, "a part from being pure, and not contaminated with any strange intentions; 
it just flows in the moment and you don't_ have to look for a meaning I noticed" (Osho 
International Foundation, 1999). Sargam continues, "I suppose that is what meditation is, a 
state that brings you high without having to do anything; actually it is something magical, 
especially when you try to express this state through music, because you cannot explain it, you 
cannot analyze it. Many times you are not aware of what you are doing" (Osho International 
Foundation, 1999). 
The yogic meditation ( south Asia meditation technique) is also one of the meditation 
techniques that mentions the state of mind that artists first have before they create art. William 
K. Mahony describes that state of mind in the article, The Artist As Yogi, The Yogi As Artist, 
"that before constructing an image of any kind an artist must first have a model of that image in 
his mind, and that, having meditated on it through a process of insight the artist then was to 
externalize that inner form and project it onto an external surface" (p.69). The yogic meditation 
practice is a disciplined practice of inward vision that assists the meditator or the artist to gain 
the power of the mind to create images from his special way of knowing things (Mahony 1988, 
p.70). Mahony further describes this process, "Like artists who draw on an inner creative 
power to form new images and objects in the outside world, such adept meditators brought 
forth from within themselves a transformative force that they used to create new modes of 
being in the external realm" (Mahony 1988, p.70). The artist needs that state of mind to 
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embody his state of being and to create new modes of being (Mahony 1988, p.70). Mahony 
also addresses this idea, "one is able to create new modes of being the more one is able to 
embody states of being which already exist" (Mahony 1988, p.70). 
The moment of creativity created by meditation practice is also shown in the work of 
Deva Padma who practices the Osho Zen Tarot meditation technique. She describes her work 
process that springs from her meditation practice, "The creativity went into all kinds of 
directions. It felt right not to have a certain destination, to simply let creativity happen" (Osho 
International Foundation, 1999). Padma also mentions Osho's words about creativity and 
meditation, "Creativity is your meditation. Just create" (qtd. in Osho International Foundation, 
1999). 
In conclusion, meditation practices and techniques can be used by artists to reconnect 
with their inner creativity. It also provides a silent moment for artists to learn to listen to their 
inner creativity and to free themselves from preconceptions. Meditation also allows artists to 
create an impossible idea possible and use the aesthetic force in them to creates art. 
C. Meditative Activities 
Meditation is also used in other activities such as sports. This part of the chapter is the 
study of how meditation is used in those activities. 
1. Sports 
a. Tai Chi 
Tai Chi, T' ai-Chi Ch 'tian, is a practice of a sequence of movements aimed to foster the 
"Chi," a vital force or energy that animates the body circulation (Delza 1961, p.14). It is a 
technique that organizes the continuous performances in the body which are believed to be 
associated with the Chinese concept of Yin and Yang.(Delza 1961, p.14). Sophia Delza 
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mentions in T'ai-Chi Ch 'van: Body and Mind in Harmony: The Integration of Meaning and 
Method, "T'ai-chi is the concept that all of life is composed of, and has been set in motion by, 
the constant interplay of two vital energies: yin, the passive, and yang, the active principle ... 
no part has a life of its own, but each exists in complementary interaction with the other" (Delza 
1961, p.14). The movement of the body in Tai Chi is related to the movement of the mind, 
"the mind must direct the body movement; the mind wills and the body behaves" (Delza 1961, 
p.19). In order to do that, a state of calm and tranquillity of mind is required and the level of 
harmonization between body (physical) and mind (mental) is brought by the concentration on 
each movement. 
According to David Carradine and David Nakahara, concentration on the breath or the 
breathing technique is used in the training of Tai-Chi to associate the practitioner with the "Chi 
Flow" energy (p.20). There are various breathing techniques used in the practice of Tai-Chi. 
However, the simple, safe, and effective breathing technique is indicated in David Carradine' s 
Tai Chi Workout: The Beginner's Program for a Healthier Mind and Body as follow: 
Concentrate on lowering your breathing. Imagine that your lungs expand into your 
abdomen area-do not force this, just direct your awareness to this region. Your 
breathing will feel deeper, fuller and more relaxed. The longer your inhalations and 
exhalations, the better, but again don't force this. Deep, relaxed breathing increases 
blood circulation and has a profound calming affect. (Carradine and Nakahara 1994, 
p.20) 
Breathing technique as described, is one form of Concentration Meditation which is 
normally performed either before the workout, after or in between the workout. "Holding the 
Ball" is the position in Tai-Chi practice which allows the practitioner to concentrate on his 
breath (Carradine and Nakahara 1994, p.25). In this position, the practitioner is standing with 
his feet shoulder-width apart and facing forward. He slightly bends his knees, hangs his arms 
loosely at the sides, and raises both his arms up as if holding a ball in front of his chest with 
palms facing the chest and fingers spread apart slightly. Then, the practitioner rounds the 
shoulders and drops the elbows. At this point, the practitioner is asked to concentrate on his 
breath describe as: 
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Breathe deeply into your abdomen as you relax into the stance and feel your body 
sink into your feet. Place the tongue in a curled position gently touching the roof of 
the mouth and slightly contract the anal sphincter. Continue to focus on your 
breathing, placing your awareness on the lower tan tien point. This point is located 
about one and a half inches below the navel and third of the way back in the body. 
This is considered the first major energy center. (Carradine and Nakahara 1994, p.25) 
According to Carradine and Nakahara, practitioners experience many physical sensations, 
negative and positive while meditating as shown in figure 17. Figure 17 is the list of 
sensations during meditation. As illustrated, the aching sensations are usually present in 
incorrect postures and in lacking endurance muscles which will disappear when the practitioner 
develops the practice eventually. 
Concentration is needed not only for the breath but also for conscious control of the 
movement (Carradine and Nakahara 1994, p.25). While practicing, the practitioner is required 
to fix his attention on what he is doing at the moment he is doing it. For example, when the 
practitioner moves his arms, he needs to concentrate on the act of moving. Lacking 
concentration, the arms will not move perfectly and it will cause an unbalanced movement of 
the energy. 
b. Martial Art 
Beliefs and customs of the Orient and also Eastern philosophy are reflected in most 
martial art techniques (Corcoran and Farkas 1983, p.2). Martial arts emerge from the exercises 
of hand movements, body position, and breathing (Ribner and Chin 1978, p.5). Martial arts 
also include numerous styles of combat such as Aikido, Judo, Karate, Kung-fu, or Tae Kwon 
Do. All of those styles share certain customs and practices such as "Belt," along colored cloth 
that the practitioners wear around their waist, "Dan," category of rank that classifies the 
practitioners, or "Kata Competition," multi-divisional martial arts competition (Corcoran and 
Farkas 1983, p.3-5). They also share the practice of energy, spirit, and breath (Ching and 
Ch'i) and the practice of meditation as well. 
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Figure 17. The list of sensation during meditation 
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Many "Samurai" (swordsmanship) in Japan sought to perfect themselves in Zen 
practice (Corcoran and Farkas 1983, p.5). Zen practice of concentration and meditation is 
claimed to be a foundation of martial arts in Japan (Corcoran and Farkas 1983, p.5) since it 
provides the practitioners with proper discipline to develop their strong personality and 
character. John Corcoran and Emil Farkas mention in Martial Arts: Traditions, History, 
People, "A man thoroughly versed in techniques of concentration and meditation might achieve 
complete indifference to physical discomfort, pain, and eventually even death" (4). They 
continue, "It is no wonder, then, that Japanese warriors, who were professionally fascinated 
by the various ways of meeting death, come to believe that Zen masters made sport of death" 
(Corcoran and Farkas 1983, p.4). The intuition that the martial artists gain from their 
meditation practices also prepares them to "respond quickly to the prompting of dangerous 
situation" (Corcoran and Farkas 1983, p.4). Meditation also generates an awareness of body 
and mind which is significantly important for most martial art practices (Ribner and Chin 1978, 
p.5). For example, in Aikido training, the aikidist needs to be sensitive to the flow and 
movement of his body that is spontaneously connected to his own fundamental insight nature 
(Corcoran and Farkas 1983, p.7). 
In Kung-fu practice, the position called "Horse-Riding Stance" or "Horse Stance" (in 
short) not only provides a strong balance of the legs, but also provides a meditation exercise to 
develop good concentration and keen awareness of the surroundings for the practitioner 
(Ribner and Chin 1978, p.5). The Horse Stance position is illustrated in figure 18. Susan 
Ribner and Richard Chin describe the "Borse Stance" position; "The. Horse Stance, for 
example, was also done as a 'meditation' exercise. This meant that while the monks were 
holding this position, they had to concentrate very hard on one particular thought. They could 
not let their minds wander. They also could not :move, no matter what" (Ribner and Chin 
1978, p.6). Ribner and Chin continues, "The monks had to learn to conquer this pain, to make 
their minds so strong they could endure it" (Ribner and Chin 1978, p.6). 
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Figure 18. The "Horse Stance" position 
c. Sports in General 
Concentration and body awareness are important to all kinds of sports (Syer 1984, 
p.21). The balance of a healthy body and mind relationship reflects a good player performance 
(Syer 1984, p.21). John Syer mentions the importance of body awareness for an athlete in his 
book, Sporting Body Sporting Mind, "Ultimately it is the quality of the body-mind 
relationship-its cultivation or neglect, the degree to which you maintain harmony and co-
operation-that determines how far you tap your full potential as an athlete" (p.21). The body 
awareness exercises for an athlete include exercises such as breathing exercise, eye closed 
practice, or key movement as shown in figure 19. The breathing exercise that Syer suggests is 
to take note of the practitioner's breathing pattern and find "Is there a relationship between 
your breathing and the movement sequence? When do you inhale? When do you exhale? 
When do you hold your breath? Continue your physical practice whilst keeping track of how 
you breathe" (Syer 1984, p.29). 
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Concentration is~ also important to an athlete. Syer states that an athlete needs to 
concentrate to "maintain awareness of all the changing information relating to the run of the 
competition" (Syer 1984, p.40). He continues, "continually allowing the most relevant factor 
or factors to come into momentary focus at the expense of all else. Only then can you react 
instantly to full effect and achieve your goal" (Syer 1984, p.40). 
The athlete can gain both concentration and awareness from the meditation practice 
(Jackson 1995, p.51). Phil Jackson, previous Chicago Bulls' head coach, mentions the 
practice of Zen sitting meditation (zazen) that leads him to the awareness of the sensations in 
his body and the concentration of his mind in his book, Sacred Hoops: Spiritual Lessons of A 
Hardwood Warrior. Jackson describes his zazen practice: 
The point of Zen practice is to make you aware of the thoughts that run your life and 
diminish their power over you. One of the fundamental tools for doing that is a form 
of sitting meditation known as zazen. The form of zazen I practice involves sitting 
completely still on a cushion with the eyes open but directed downward and focusing 
attention on the breath. When thoughts come up, the idea is not to try to blot them out 
or to analyze them, but simply to note them as they arise, and to experience, as fully as 
possible, the sensations in the body. When you do that regularly, day after day, you 
begin to see how ephemeral your thoughts are and become acutely aware of your bodily 
sensations and what's going on around you. (Jackson 1995, p.49) 
Jackson also applies Zen perspective on concentration to his meditation practice and his career. 
That perspective is described, "Concentration means freedom, in zazen practice we say your 
mind should be concentrated on your breathing, but the way to keep your mind on your 
breathing is to forget all about yourself and just to sit and feel your breathing" (Jackson 1995, 
p.50). Jackson continues, "If you are concentrated on your breathing, you will forget 
yourself, and if you forget yourself you will be concentrated on your breathing" (Jackson 
1995, p.50). Jackson mentions, "As a basketball player, this made a lot of sense to me. I 
knew from experience that I was far more effective when my mind was clear and I wasn't 
playing with an agenda of some kind, like scoring a certain number of points or showing up 
one of my opponents" (Jackson 1995, p.50). He continues, "The more skilled I become at 
watching my thoughts in zazen practice, the more focused I become as a player. I also 
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developed an intimate knowledge of my-mental processes on the basketball court" (Jackson 
1995, p.50). 
Mindfulness of thoughts gained from the practice of zazen is finely described by 
Jackson as follows: 
My thoughts took many forms. There was pure self-interest ("When I get the ball, 
I'm going for the hoop, no matter what") and selfless self-interest ("when I get the 
ball, I'm going to pass it to Bradley, no matter what"). There was anger ("that 
#$%A&* Wilt Chamberlain. Next time I'll let Willis handle him"). There was 
self-praise ("That was cool. Do it again") and, more likely in my case, self-blame 
("What's wrong with you, Phil? A sixth grader could make that shot"). The litany 
was endless. However, the simple act of becoming mindful of the frenzied parade 
of thoughts, paradoxically, began to quiet my mind down. (Jackson 1995, p.50) 
Jackson also mentions that zazen gives him the opportunity to learn to "trust the 
moment" (Jackson 1995, p.51). He states, "As the pressure builds, it's easy to start thinking 
too much. But if you're always trying to figure the game out, you won't be able to respond 
creatively to what's going on" (Jackson 1995, p.51). Jackson quotes Yogi Berra's words 
about baseball, "How can you think and hit at the same time?" (Jackson 1995, p.50) and gives 
his opinion about that, "The same is true with basketball, except everything' s happening much 
faster. The key is seeing and doing. If you're focusing on anything other than reading the 
court and doing what needs to be done, the moment will pass you by" (Jackson 1995, p.51). 
Jackson continues, "I immerse myself in action as mindfully as possible, so that I could react 
spontaneously to whatever was taking place. I discovered that I was far more effective when I 
became completely immersed in the action, rather than trying to control it and fill my mind with 
unrealistic expectations" (Jackson 1995, p.51). 
2. Dance 
Dance could be described as a creative art activity that includes physical and mental 
reaction. The relationship between body and mind is important in dance (H'Doubler 1998, 
p.70). Margaret N. H'Doubler mentions, "In dance the body is employed as the instrument, 
and movement as the medium. Consequently, a dancer qas two goals to keep in view. First, 
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he must train the mind to use the body and to reflect its conditions, for the primary concern of 
dance is the feeling tones of physical origin" (H'Doubler 1998, p.70). H'Doubler continues, 
"Second, he must train the body to be responsive to the expressive mind. Whatever thought 
and feeling tones are to be expressed must be felt through the body" (H'Doubler 1998, p.70). 
H'Doubler further describes, "Therefore the importance of feelings and emotions, and their 
power to motivate muscle activity, cannot be overlooked" (H'Doubler 1998, p.70). The 
attention to what the dancer would express through his dance is needed as well as the 
concentration and the awareness of the body. Meditation could be used to increase the 
awareness of the dancer's mind and body and also to create a clear connection between the 
dancer's inner mind and his physical movement. 
In conclusion, the study of meditation in art, the study of the artist and the meditation 
practice, and the study of meditative activities ( discussed previously) indicate that meditation 
can be used to create the artless art in Zen practice and assist artists to create art from the 
appreciation of the uniqueness in everyday life. Meditation is also used by artists to reconnect 
with their inner creativity and create a creative art work. The concentration and awareness from 
meditation practice not only helps athletes to control the relationship between mind and physical 
movement, but also influences to perform tasks effectively. 
The results of those studies are case studies for the writer to find the way to connect the 
practice of Insight Meditation with the practice of Graphic Design. The following chapter, 
Chapter 5, is the discussion of the connection between Insight Meditation and Graphic Design. 
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CHAPTER 5 - THE CONNECTION OF INSIGHT MEDITATION 
AND GRAPHIC DESIGN 
This chapter is the discussion of how Insight Meditation practice can be connected to 
Graphic Design. The discussion will be based on knowledge about Insight Meditation practice 
including the practice in daily activities, the design process, and the study of meditation in art 
and meditative activities. The discussion in this chapter is divided into two parts: designer and 
meditation practice and the connection between Insight Meditation and Graphic Design. 
A. Designer and Meditation Practice 
It is the writer's opinion that Insight Meditation practice (mentioned previously in 
Chapter 2) is the foundation or the key of the connection between Insight Meditation and 
Graphic Design because it is an activity that links all the benefits from meditation to Graphic 
Design, from the meditators to graphic designers, from meditation in daily activities to 
meditation in daily graphic design practice. 
It is the writer's opinion that designers should practice Insight Meditation daily (Insight 
Meditation practice is described in Chapter 2) to maintain the skill form the meditation practice 
and apply it to the design process. Meditation practice can last from 5-10 minutes to half and 
hour to one hour depending on the designers' schedule. Designers can practice meditation 
early in the morning and before they go to bed. Designers can sit on a chair or on the floor in a 
quiet room or in any place where they can have a quiet moment to meditate. Designers should 
start their meditation with the observation of a single object such as their breath. And then 
when their concentration is strong enough, they can move on to other elements like their bodily 
actions or their thoughts. The most important thing while designers meditate is the ability to 
maintain their awareness and mindfulness at all times. Whenever thoughts or emotions arise, 
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they should be able to apply both awareness and mindfulness on them. This meditation 
practice will increase the designers' concentration, awareness, and mindfulness in their daily 
situations. 
B. The Connection between Insight Meditation and Graphic Design 
The discussion of the connection between Insight Meditation and Graphic Design starts 
with the diagram combining Insight Meditation practice (mentioned previously in Chapter 2) 
and the design process for graphic designers (Oldach's process described previously in 
Chapter 3), figure 20. The diagram includes the outline and the summary of each step in the 
design process (Oldach' s process) and the practice of Insight Meditation that can be applied to 
the design process. 
As shown in the diagram, figure 20, the practice of Insight Meditation can be applied to 
the design process in the part that requires the relationship between designers and their clients 
and the relationship between designers and their audiences. Insight Meditation can also be 
connected with the design process in the part of getting and growing ideas and in the part of 
editing. and evaluating ideas. 
To illustrate this connection clearly, the diagram of the connection between Insight 
Meditation practice and Graphic Design is shown in figure 21. 
As illustrated in the diagram, Insight Meditation practice can be applied to Graphic 
Design in three parts: about designer and the relationship, about getting ideas and growing 
ideas, and about editing and evaluating ideas. 
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The Design Process of Mark Oldach The Insight Meditation Practice 
I. Preparing for Ideas 
a. Getting to the message 
• Designers open their minds to ?f • Observing and understanding self 
understand clients' concerns and audiences' "" 
needs. • The understanding of others 
• Designers need to find the way to control 
the creative process. • Developing the relationship with others 
• Designers create the Project Proposal. 
b. Preparing the client for creativity • The art of communication 
• How designers can prepare their clients for 
the design process. • Awareness and mindfulness 
c. Beyond the client interview 
• Designers need to find other sources of ----.,- • Concentration 
information. / 
d. Processing the information 
• How designers process the information and 
establish the objective for the design. 
2. Getting to Ideas 
a. Brainstorming alone 
• The technique that designers use when they k: 
are brainstorming alone such as project 
notebook and get into the mind of a child. 
b. Brainstorming in group 
• The technique and rules that designers use 
during their brainstorming session. 
c. Merging words and images 
• Merge words and images in design as 
word is important as image. 
d. Creative word play 
• Word facilitate creative thinking process. 
e. Doodle and Thumbnail sketching 
• How designers generate ideas from 
thumbnail sketching. 
• Stopping and seeing 
• Concentration 
• Being in the present moment and 
the act of doing (awareness and mindfulness) 
• Connecting with the inner vision 
• Seeing things as they are from every angle 
3. Growing Ideas • Openmind with no preconception 
a. Editing Ideas 
• How designers edit and evaluate ideas with 
fair judgment and objective evaluation. :::l, • Concentration 
b.Adding substance to concept 
• The technique that help designers edit and 
evaluate the ideas for the design. • The understanding of others 
c. Understanding style 
• The way to understand style and how to 
choose the style to the design. • Developing the relationship with others 
d. Pushing ideas 
• How to use the grid, type, and design elements 
to produce the design. • The art of communication 
e. Remembering the audience and managing client 
expectations 
• How designers manage clients' expectations • Being in the present moment and 
and audiences' needs throughout the design ~> the act of doing (awareness and mindfulness) 
process. 
Figure 20. A diagram combining Insight Meditation practice and Oldach's design process 
About Designer and the Relationship 
• Observing and Understanding Self 
• Understanding Others 
• Developing the Relationship 
About Getting Ideas and Growing Ideas 
Designer 
• Stopping and Seeing 
• Concentration 
• Being in the Present Moment and the Act of Doing 
• Connecting with Inner Vision 
• Everything Is Possible 
About Editing and Evaluating Ideas 
Figure 21. A diagram of the connection between Insight Meditation and Graphic Design 
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1. About Designer and the Relationship 
a. Observing and Understanding Self 
Because Vipassana or Insight Meditation practice emphasizes the experience of oneself 
as John Snelling mentions, "It gives us eyes to see into the true nature of things. The field of 
research is ourselves" (Snelling 1991,"p.51), self observation (mentioned previously in 
Chapter 2) is the important part of the practice (Plamintr 1994, p.177). 
In daily activities, designers can apply the same self observation to the design process. 
They observe the condition of their thoughts, emotions, or feelings. This observation leads 
designers to pay more attention to themselves, their creative process, and their capacities and 
limitations as a designer. This observation is important for the designers in the design process. 
According to Oldach, designers should know when and where they get most of their ideas and 
how to set themselves for some parameters and constraints to help them get the ideas (Oldach 
1995, p.54). Oldach mentions, ''I'm most frustrated when my mind is working and my body 
isn't ready ... once you figure out how your mind works, you can be better prepared to capture 
ideas when they most often come to you" (Oldach 1995, p.54). 
It is the writer's opinion that when designers understand and know the capacities and 
limitations of themselves, they will gain confidence and trust their ability to design more 
because they know their weaknesses and strengths as designers and learn how to control and 
take care of their creative process. The self observation not only allows designers to know and 
understand themselves, it also directs designers to understand others and develop a productive 
relationship with their colleagues, clients, and audiences. 
b. Understanding Others 
The understanding of themselves, their limitations, capacities, feelings, thoughts, and 
emotions, lead designers to understand others the same way that they understand themselves. 
They are angry and upset the same way that others are angry and upset. They also feel good 
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and enjoyment the same way that others feel good and enjoyment. They realize that they are 
the same as others, human beings who have feelings, thoughts, and emotions that can be 
negative, positive, neutral, ever-changing, arising, or disappearing depending on the current 
situation that they are facing. When designers understand those conditions, they are willing to 
understand and accept different qualities in people and develop the relationship with people 
based on understanding and lovingkindness as Joseph Goldstein describes, "We are all the 
package of different qualities ... We do not pretend that unwholesome qualities are absent; 
rather, we can see and understand them without our mind dwelling on those characteristics" 
(Goldstein 1993, p.145). Goldstein continues, "Everyone has at least one good quality. 
When we seek out this good quality in a person, then a feeling of loving regard grows quite 
naturally" (Goldstein 1993, p.145). 
In the design process, designers can apply the understanding of others to establish a 
good relationship with their clients, to understand their needs, concerns, and expectations for 
the design. A good relationship between designers and their clients is very important for the 
design process as Mark Oldach states, "You must know who your clients are, understand their 
needs, and groom your relationship so that your ideas and approach meet their expectation" 
(Oldach 1995, p.5). Oldach continues, "Your insensitivity and lack of concern to the clients' 
issues will be immediately interpreted as a lack of interest ... if clients sense your discounting 
issues important to them, they will lock out any possibility for creative solutions later on" 
(Oldach 1995, p.5). Oldach also states that designers should not know their clients only as the 
persons who pay bills, they should know them as human beings and try to find the way to get 
closer to their clients, physically, emotionally, or logistically (Oldach 1995, p.5). 
As the example of this situation, the NAB identity project is described. The writer as a 
designer was assigned to redevelop the identity for the New Art Basic (NAB) project which 
was part of the Art Education program in the College of Design at Iowa State University. 
There were two equal decision makers who had the responsibility for the approval and 
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evaluation of the project. These two decision makers had different needs, concerns, and 
expectations for the design of the project. One of them wanted to see the identity of the project 
represents the integration among people, places, and cultures and reflects the living curriculum 
of the project. This decision maker also wanted the new version of the identity to have a new 
look and style that was different from the previous identity. 
The other decision maker wanted the identity to represent the strong development of the 
foundation of the project and he also wanted to see the visual continuity from the previous 
identity to the new one. Because the audiences had already recognized the NAB project 
through the previous identity, it was important to carry on the visual characteristic from the 
previous identity to the new one. Shown in figure 22 is the previous New Art Basic identity 
created in 1985 by Roger Bear, associate professor of the College of Design at Iowa State 
University. And illustrated in figure 23 are some of the sketches from the decision maker who 
wanted a new look for the identity. In the sketches, figure 23, the decision maker shows some 
visual elements that she wanted in the identity. 
From the conversations and the meetings with both the decision makers, the writer 
realized that not only their needs and expectations of the project were different, but also their 
personalities and their communication styles. It was difficult for the writer as a designer to 
process the design based on all those needs and differences. The understanding of others 
played an important role in this situation. It created the willingness to understand the 
differences between the two, both in their needs and personalities. The writer as the designer 
was willing to accept those differences and tried to find the way to compromise and combine 
the two decision makers' needs and expectations, so that the objective of the design could be 
set up and the design could be produced. 
Using the understanding of others alone was not enough to compromise and combine 
the needs and expectations of both decision makers together. The practice of Right Speech 
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Figure 22. The previous New Art Basic identity 
(mentioned previously in chapter 2) and the awareness and mindfulness of the communica-
tion were also important. 
c. Developing the Relationship 
The practice of Right Speech which is one of the paths in the Noble Eightfold Path 
practice (mentioned previously in chapter 2) and the awareness and mindfulness can also be 
applied by the designers to conduct an appropriate and productive relationship with their 
clients. The practice of the Right Speech can be concluded into two general principles: Is it 
true? Is it useful? (Goldstein 1993, p.150). According to Joseph Goldstein, practicing those 
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Figure 23. Sketches from one of the decision makers 
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two principles increase the sensitivity of the people who practice (Goldstein 1993, p.150). He 
states, "Practicing these principles in our speech fosters increasing sensitivity. We become 
attuned to subtleties of truth and falsehood. Are there times when we shade the truth, or 
exaggerate in some way? And are there times when our words may be true, but it is not the 
right time, place, or situation for them to be useful" (Goldstein 1993, p.150). 
The Right Speech practice also includes the practice of communication. There are 
always two parts in an interaction, the listener and the speaker (Goldstein 1993, p.150). 
According to Goldstein, both parts need to learn to interact with each other effectively as he 
mentions, "The practice of communication is the great art of relating to another person, of 
being open ... listening so well that you can see where you can actually make contact. Can you 
let the other person in? What is the right vocabulary? Can you speak to what is really 
important to that person?" (Goldstein 1993, p.150). 
The communication between designers and their clients especially in the approval 
process requires discussion and interaction (verbal and non verbal, concrete and intuitive) 
between designers and their clients (Oldach 1995, p. 10). Designers can apply the Right 
Speech practice to the communication in the approval process. They learn to listen and speak 
effectively in the communication. They know when and where in the conversation they can 
present their ideas or when they should stop and let the clients explain. They try to chose the 
right vocabulary for the different situations and urge their clients to address what is important 
in the design to the audience. The awareness and mindfulness of words and actions that the 
designers use to communicate with their clients help them realize how much their words and 
actions impact their clients and how the clients' words and actions could change the designers' 
emotions and feelings. 
There were times in the conversation between the writer as the designer and the two 
decision makers of the NAB project when what we discussed was not useful to the design of 
the project. There were also times when most of the individual meetings was a discussion of 
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the other decision maker's personality or opinions and comments about his or her point of view 
and ideas that was hardly related to the objective of the design. In this situation, the writer 
needed to find an appropriate vocabulary, time, and space in the conversation to try to focus the 
conversation on the issue that related to the design of the project. 
According to Goldstien, in the conversation, when the listener listens to the speaker 
who is very attached to his perspectives, feelings, and ideas, the listener should find "a 
moment to take a mental step back and say 'Okay, let me try to understand this from another 
vantage point"' (Goldstein 1993, p.150). The listener uses awareness and mindfulness to help 
him stay centered in himself and analyze what he just heard. This action requires a great ability 
of listening from the listener (Goldstein 1993, p.151 ). However, it is helpful to the 
conversation because it creates the space of openness for the listener to analyze the situation 
and easily interact with the speaker in a more focused and appropriate way. Consequently, the 
communication between the listener and the speaker will be smooth and productive. 
The designers can also apply this point of view to the interaction with their clients when 
their clients speak or "try to play 'designer,' attempting to direct the visual outcome at all points 
throughout the creative process" (Oldach 1995, p.12). Designers can take a step back, be 
aware and mindful, analyze the situation, and find the appropriate way to interact with their 
clients without losing their approaches to the design and the clients' expectations. Oldach 
suggests one way to manage this situation, "Always acknowledge the client's input, but don't 
embrace it on the spot. Instead, redirect the conversation back to fact finding. Suggest you 
will consider her opinion when the time comes for those decisions" (Oldach 1995, p.13). 
One of the decision makers in the NAB project tried to play "designer" by giving the 
writer the design that she urged was the appropriate solution for the design of the project, 
shown in figure 24. The writer as the designer needed to take a step back and find the way to 
explain to her another solution for the design that not only came from her ideas, but also from 
the other decision maker's ideas, the solution that in the writer's opinion was appropriate to the 
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Figure 24. The suggestion for the design of the NAB identity from the decision maker 
105 
design of the project and carried both decision makers' expectations. 
It is noted that, although the communication between the writer and the decision makers 
in the NAB project was conducted based on the understanding of others, the Right Speech 
practice, and the awareness and mindfulness of the writer's words and actions, it did not mean 
that the writer as the designer was not confident in her ideas and·never took a stand to defend 
and explain good qualities in her design. It also did not mean that the writer needed to 
compromise and change the design of the identity totally whenever the two decision makers 
wanted. But it meant that the writer as the designer responsibly conducted the communication 
and relationship with the two decision makers as Goldstein mentions: 
People sometimes confuse acceptance with a wishy-washy way of being in this world: 
letting anybody do anything, and never taking a stand. That's not it at all. Acceptance 
means taking responsibility for our own mind states. With mindfulness, it is possible 
to take a strong stand, to initiate effective communication, yet to do it without getting 
caught in reactive judgments. The energy with which we communicate is the key. 
(Goldstein 1994, p.152) · 
After several individual and group meetings between the writer and the two decision 
makers, the objectives and the design criteria for the design of the NAB identity project were 
indicated based on both decision makers' needs, the audiences' concerns, and the writer as the 
designer's opinion. Those objectives and design criteria were as follows: 
The Objectives 
1. The design of the identity needs to carry on some visual characteristics from the 
previous identity. 
2. The identity needs to be easily recognized by the audiences and the people who are 
involved with the project. 
3. The identity needs to represent or reflect the quality of differences and the integration 
among them. 
4. The identity also needs to reflect the living curriculum of the project. 
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The Design Criteria 
• dynamic movement 
• integration among different elements 
• growing progressive development 
• integrating human made art work such as drawing or calligraphy to reflect life 
At this point, the writer as the designer was ready to move on to the creative phase, 
getting ideas and growing ideas, of the design process. 
2. About Getting Ideas and Growing Ideas 
Vipassana or Insight Meditation practice not only can be applied to the relationship and 
the communication between designers and their clients, but also to the creative phase, getting 
ideas and growing ideas, of the design process as describes in the following part of the 
chapter. 
a. Stopping and Seeing 
At the beginning of the meditation practice, meditators need the moment of sitting still 
with no outside worries or concerns. This moment provides meditators the opportunity to clear 
their minds up and be ready to concentrate on their breaths. This moment is important for the 
meditators (Thich Nhat Hanh 1998, p.23). According to Thich Nhat Hanh, meditators must 
stop their thinking, their habit energies, their forgetfulness, and the strong emotions that rule 
them before they can look deeply into themselves, observing themselves in the meditation 
practice (Thich Nhat Hanh 1998, p.23). Thich Nhat Hanh describes, "When an emotion 
rushes through us like a storm, we have no peace. We turn on the TV and then we turn it off. 
We pick up a book and then we put it down ... We are always running, and it has become a 
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habit" (Thich Nhat Hanh 1998, p.23). Thich Nhat Hanh continues, "We have to learn the art 
of stopping-stopping our thinking, our habit energies, out forgetfulness, the strong emotions 
that rule us ... Stopping is fundamental. If we cannot stop, we cannot have insight" (Thich 
Nhat Hanh 1998, p.23). 
In the design process, designers can apply "the art of stopping" in the process of 
getting ideas and growing ideas. Designers are the same as most people. They have concerns 
about their social life, their families, their cars, their houses, their images, and their designs. 
They keep their minds busy with those worries and concerns. Taking a moment (it does not 
need to be long, it can just be the moment of one deep breath) to stop those worries and 
concerns gives designers the opportunity to refresh, clear their minds up, and be ready for the 
creative process in front of them. When the designers' minds are opened, they will see more 
possibilities and ideas for the design. As a result, their ideas and solutions for the design will 
be creative and innovative because it starts from the state of openness in the minds of the 
designers as Mark Oldach states, "The key to creating a truly original, focused and appropriate 
idea is to start at zero-a completely open mind" (Oldach 1995, p.4). 
When the writer as the designer was in the pro'cess of getting ideas for the design of the 
NAB project, she had concerns and worries. Most of them had to do with the fact that the 
previous identity of the project, illustrated in figure 22, was successfully recognized by the 
audiences and the people who were involved with the project. Also, this identity had won the 
national design competition for the design of it in 1985, Print Design Annual No. 6. Those 
facts increased the writer's worries and concerns. Questions kept coming up in the mind of the 
writer: Am I going to have a better idea for the design of this project? If not, what should I 
do? Are they going to prefer and accept my design? If the new version of the design is not 
comparable to the previous one, what should I do? Are they going to consider me a bad 
designer? Taking a moment to stop all those worries and concerns helped the writer stay 
focused on the objective and the design criteria of the project which were more important to the 
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design than those worries and concerns. When the writer stopped worrying, her mind was 
fresh and more opened to the possibility of ideas for the design. 
The freshness and openness that the writer got from the moment that she stopped her 
worries and concerns was also a good start not only for the brainstorming process (alone or in 
group), but also for the thumbnail or rough sketching. According to Oldach, most important 
for designers in both the brainstorming and sketching process is to keep their minds open when 
they look for the solutions (Oldach 1995, p.48). 
b. Concentration 
As mentioned previously, the practice of Samatha, Concentration Meditation (described 
in chapter 2) is the foundation of Vipassana or Insight Meditation practice (Plamintr 1994, 
p.163). In the concentration practice, the meditators focus their attentions on a selected object 
such as their breath in a clear, sustained, and uninterrupted manner until the state of one-
pointedness attention is achieved. After that, the meditators move their attention to observe, 
analyze, and be mindful of their sensations in the Insight Meditation practice. 
In daily activities, meditators apply the same concentration to focus their attention on 
the task at hand. They focus their attention on the task at hand in a clear, sustained, and 
uninterrupted manner. As the ability to concentrate increases, the meditators' attention is fixed 
on the task at hand longer and that task is done faster with fewer mistakes (Jandamit 1996, 
p.101). 
In the design process, the designers can apply the same concentration to focus on the 
task at hand. Their tasks can be sketching, merging words and images together, or choosing 
color, type, or paper for the design. Designers focus their attention on those tasks in a clear, 
sustained, and uninterrupted manner. This action not only fixes the designers' attention on 
their task longer and finishes that task faster with fewer mistakes, but also helps them process 
the task calmly and deeply present as Thich Nhat Hanh mentions, "We know that the sky and 
109 
the birds are there, but our attention is focused on our object. If the object of our concentration 
is a math problem, we do not watch TV or talk on the phone" (Thich Nhat Hanh 1998, p.97). 
Thich Nhat Hanh continues, "We concentrate to make ourselves deeply present. When we 
walk, stand, or sit in concentration, people can see our stability and stillness. Living each 
moment deeply, sustained concentration comes naturally, and that, in turn, gives rise to 
insight" (Thich Nhat Hanh 1998, p.97). The deep concentration that designers have on their 
task leads them to do that task with awareness and mindfulness. 
c. Being in the Present Moment and the Act of Doing 
Concentration is a precondition of awareness and mindfulness (Plamintr 1994, p.163). 
Sunthorn Plamintr states that both practices, Vipassana and Samatha, are inseparable and 
related to each other, "If you pick one, the other will come up" (Plamintr 1994, p.163). In 
Insight Meditation practice, the meditators concentrate on their breaths. While their 
concentration and attention are developed, the awareness and mindfulness on their breaths are 
increased as well. They are aware of what is going on at the moment they experience their 
breaths. Whenever thoughts, emotions, or feelings come up, they note them to feel and see 
their conditions and detach those thoughts and emotions from their concentration. They 
continue concentrating on their breaths in the present moment of breathing. 
Similar practice is applied for the designers. Designers concentrate and pay attention to 
what they are doing. For example, they are sketching or designing, their concentration is on 
the action of sketching and designing. Whenever concerns or worries that do not benefit their 
designs come up, they simply note them and detach those concerns and worries from their 
mind. They come back and continue concentrating on the act of sketching and designing again. 
As a result, designers sketch and design with pure mind dropping of individual contents, 
particular thoughts or stories that come with their worries and concerns. They are aware and 
mindful of what they are doing, they are in the present moment of their actions. Consequently, 
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the designers are designing and sketching without discomfort and struggle. They are designing 
with calm and joy instead. Thich Nhat Hanh states, "Meditation dose not have to be hard 
labor. Just allow your body and mind to rest ... Don't struggle. There is no need to attain 
anything. I am writing a book, but I am not struggling. I am resting also" (Thich Nhat Hanh 
1998, p.26). 
The awareness and mindfulness in what they are doing brings the designers and their 
actions together. This gives rise to the creative moment (described in Chapter 4). The moment 
that designers just create their works, the moment that comes without forcing, discomfort, or 
pre-plan (Mahony 1988, p.69). It is a pure moment of creating. It is spontaneous and fresh. 
In the process of getting ideas for the design of the NAB identity project, the writer as 
the designer sketched on both tracing paper and on the computer depending on the situation. 
Sometimes she sketched on the tracing paper first and then moved on to the computer. Other 
times it was the opposite way around. In both ways, the attention and th~ concentration that 
the writer paid on her action, sketching, naturally increased her awareness and mindfulness of 
that action. It was hard for the writer to indicate the actual time in her action that she was aware 
and mindful since awareness and mindfulness occur spontaneously in concentration. 
However, the writer certainly knew that whenever emotions such as depressing and boredom, 
or feelings like frustration and other worries or concerns came up while she was sketching, she 
automatically detached those emotions and worries from her concentration. She noticed that 
the more she concentrated on her action (sketching) without those emotions or worries, the 
more ideas for the design she had and the more enjoyable the action (sketching) was. 
Figure 25 is the thumbnail sketches, that the writer sketched for the design of the NAB 
identity. 
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Figure 25. Thumbnail sketches for the design of the NAB identity 
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When the designers concentrate, are aware, and mindful of what they are doing at the 
moment they are doing it, there is no space for any preconceptions, judgments, or "Censor" 
(mentioned previously in Chapter 4) in their concentration. Consequently, the designers' 
minds are more open and directly connected with their inner vision called by Julia Cameron 
"creative child" (Cameron 1992, p.18) or by Roberta Weir "the artist's vision" (Weir 1998, 
p.3). 
According to Roberta Weir, "the artist vision" is an artist's creative consciousness or an 
artist's vision that sees things differently from most people (Weir 1998, p.3). It sees things 
from the sensitive child's eye as Weir describes, "The way of seeing that has remained open to 
the freshness of view experienced by a child: free of preconceptions, unlimited by ideas of 
what is possible and what is impossible" (Weir 1998, p.3). 
In the design process, Oldach also suggests the designers to "get into the mind of a 
child" in the process of getting ideas and growing ideas to look for the ideas of the project from 
a fresh, clean, and free of judgment view point (Oldach 1995, p.49). Oldach mentions, "When 
children are asked a question, their answers seem to be obvious but still unique. Their 
questions are insightful and direct. Their minds are not colored with prejudice, politics, 
judgment or criticism" (Oldach 1995, p.49). Oldach continues, "The curiosity of a child 
generates the most innocent, obvious, naive and untainted thoughts" (Oldach 1995, p.49). 
Therefore, it is important for the designers to open their minds and look for the ideas or 
solutions beyond their "everyday routine digs" (Oldach 1995, p.49). One way to do this is to 
concentrate, be aware and mindful of their actions. 
e. Everything is Possible 
Insight Meditation practice allows the meditators to look to themselves not only from 
their perspective, but also from every angle as William Hart states, "we each have a mental 
image of ourselves which emphasizes admirable qualities, minimizes defects, and omits some 
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sides of our character altogether" (Hart 1987, p.7). Hart continues, "We see the image that we 
wish to see, not the reality. But Vipassana meditation is a technique for observing reality from 
every angle. Instead of a carefully edited self-image, the meditator confronts the whole 
uncensored truth" (Hart 1987, p.7). 
The result of the Insight Meditation practice minimizes the meditators' thought of self-
centeredness, the strong attachment of themselves and their perspective of looking at things 
(Hart 1987, p.7). In daily activities, the meditators start seeing things in detail from more than 
one angle (their own). They see things from other angles, from different view points, 
approaches, and directions. This result benefits the designers in the design process. It allows 
them to look at the design problem, the ideas and solutions of that problem in the different view 
points, approaches, or directions without the limitation of their perspective, attachment, and 
thought of self-centeredness. The designers need to look for ideas from an opposite viewpoint 
as Oldach suggests, "Get into the habit of looking at things from opposite sides ... try to come 
at the problem from the other end" (Oldach 1995, p.55) or in the extreme way, "When you 
explore an idea, look at its most extreme version" (Oldach 1995, p.58). If the designers allow 
themselves to look at the design from other different perspectives and approaches, they can 
explore other ideas for the design more than what they get from the opposite and extreme 
approach. Everything around the designers has possibility to be the idea or solution for their 
design. If the designers look through it carefully, everything can be possible. 
In the process of developing and growing ideas for the design of the NAB identity 
project, the writer as the designer paid attention to the detail of the design and asked questions 
from the different approaches and viewpoints of the design of the project. Does the identity of 
the project have to be only two dimensional? Can it be three dimensional or the combination of 
two and three dimensional together? If the decision makers really like to keep the letter "N," 
"A," and "B" in the identity of the project, are those letters necessary to be the same? Can each 
letter be different? What about the orientation? Can the letter be in the opposite direction? Is 
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there a need to create all of the letters in computer? What about creating some of them by hand 
first? Can some of the letters be in different languages? What happens if the identity does not 
have letters in it at all? The questions that the writer asked from the different approaches and 
view points created more possibilities to the design of the identity. 
Figure 26 is the writer's rough and comprehensive sketches for the design of the NAB 
identity. 
3. About Editing and Evaluating Ideas 
Clients are important in both the editing and evaluating process since they are the ones 
who approve the ideas and the design of the project. Oldach mentions the importance of the 
clients' interaction in the design process, "Clients generally embrace objectives, constraints and 
criteria that they helped to create. These factors influence your design and, if they are 
discussed and approved with the client's help, they'll remain intact throughout the process" 
(Oldach 1995, p.92). The clients and designers need to get together and go through the editing 
and evaluating process more than one time throughout the whole process. Therefore, 
interaction and communication between them is necessary. 
The designers can apply the understanding of others, the awareness and mindfulness, 
and the Right Speech practice which includes the practice of communication (mentioned earlier 
in this chapter) to the interaction and communication with their clients in the evaluation process. 
As a result, the designers are willing to understand the clients' needs and expectations through 
the conversation that they have with their clients. The designers know when and where in the 
conversation they should explain their ideas or stop and listen to the clients and what 
vocabulary they should use to make the conversation reach an important point and be 
productive. The awareness and mindfulness of the designers' words and actions also impact 
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Figure 26. Rough and comprehensive sketches for the NAB identity 
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on the interaction and conversation with their clients. It leads them to pay more attention to the 
detail of the conversation and be more sensitive to the clients' reaction. The designers also 
learn to take a mental step back when they face difficulty in the interaction. 
The awareness and mindfulness practice also leads the designers to minimize their 
thought of self-centeredness, judgment, preconception, and the strong attachment of 
themselves. Consequently, the designers' minds are more opened. And when their minds are 
opened, they listen more to the evaluation or the critique that the clients make to their ideas and 
design without blaming or feeling very defensive and uncomfortable. Instead, the designers 
see the situation clearly from every angle and focus on what is needed to be done to improve 
their design to reach the objective of the project. 
There were several meetings between the writer as the designer and the two decision 
makers to edit and evaluate the ideas and the design of the NAB identity. The editing and 
evaluating process went from choosing the ideas from the thumbnail sketches, processing 
those ideas to the rough sketches, to developing the design in the finished process. There were 
difficult times in the conversation and interaction during the editing and evaluating process 
when the writer as the designer needed to take a mental step back, be aware and mindful of her 
words and actions, and try very hard to find the right vocabulary to compromise both decision 
makers' needs in the approval of the idea for the design. Without the understanding of others 
and the results and benefits from the meditation practice, the writer as the designer would not 
have been able to go through those difficult situations and process the design of the NAB 
project until the finished product. Figure 27 is the finished version of the NAB identity. At the 
end of the design process for the NAB identity, the writer as the designer not only finished the 
design of the identity with both decision makers' satisfaction, but also with a good relationship 
with them. 
It is the decision of the committee members of this thesis and the writer to conduct an 
exercise to test the connection of Insight Meditation and Graphic Design ( described in this 
117 
I 
• 
Figure 27. The finished version of the New Art Basic identity 
chapter) in order to indicate that this connection can be used by others and provide benefits 
and differences in the result of their work. All parts of the connection can not be tested in the 
exercise at the same time. Therefore, a selected part of the connection, which includes 
concentration, awareness, and mindfulness in the present moment and the act of doing, is 
chosen to be tested in the exercise. The following chapter, Chapter 6, is the discussion of this 
exercise. 
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CHAPTER 6 - THE EXERCISE 
This chapter is the discussion of the exercise conducted to test the relationship between 
concentration, awareness, and mindfulness and the action of doing the task at hand. The 
purpose of the exercise is included in this chapter along with the process, the analysis of the 
result, and the conclusion of the exercise. 
A. The Purpose of the Exercise 
The purpose of this exercise is to test the differences between the focus process, the 
process of doing the task at hand with concentration, awareness, and mindfulness, and the 
non-focus process, the process of doing the task at hand without concentration, awareness, 
and mindfulness. The task that the subjects are asked to do in this exercise is to draw circles 
with Japanese Sumi ink and brush. The subjects are asked to draw circles from the same 
materials on the same amount of paper. The only difference is that half of them are asked to 
draw circles with the focus process and the other half are not. 
B. The Process of the Exercise 
The subject of this exercise were the students from ARTGR 270 class, Graphic Design 
Studio I. The students were divided into two groups (first group contained eight students and 
second group contained seven students). The first group was tested as a non-focus process 
and the second group was tested as a focus process. The diagram that shows both processes 
of the exercise is shown in figure 28. 
In the non-focus process group, students drew circles without the directed focus 
( concentration, awareness, and mindfulness). The description of the task and the instruction of 
Group I 
(Non-Focus Process) 
I .The explanation of the experiment 
- Brief purpose 
- Description of the task 
- Instruction of how to use materials, 
Sumi ink and brush 
- Demonstration of how to draw 
2. Draw circles 
-Ask students to draw circles 
(until papers are filled) 
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Group 2 
(Focus Process) 
I.The explanation of the experiment 
- Brief purpose 
- Description of the task 
- Instruction of how to use materials, 
Sumi ink and brush 
- Demonstration of how to draw 
2. Breathing exercise 
- Instruction of the exercise 
-Ask students to participate 
3. Draw circles 
- Explanation of how to draw circles 
with concentration, awareness, and 
mindfulness 
-Ask students to draw circles 
(until papers are filled) 
Document (both groups): video recorded the whole process and collected students' drawings 
Figure 28. A diagram of the non-focus process and the focus process in the exercise 
how to use the materials, ink and brush, were explained to the students before they drew 
circles. After the explanation, the students drew circles on the papers until all papers (three 
pages) were filled. The dimension of the paper used in this exercise is illustrated in figure 
29. In the focus process group, students participated in a simple breathing exercise for sev-
eral minutes to increase their focus before they drew circles. This breathing exercise pro-
vided students with a moment in which they could stop, let go their worries or concerns, and 
concentrate more on the task at hand. This leads them to do their tasks with awareness and 
mindfulness. The breathing exercise used in the focus process group was applied from the 
deep breathing exercise of Robert H. McKim (McKim 1980, p.41). 
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1 2 3 4 
11" 
5 6 7 8 
17'' 
Figure 29. A dimension of the paper used in the exercise 
After the breathing exercise, the students in the focus process group were asked to draw 
circles with awareness and mindfulness of their actions including the movement of their 
hands and the movement of the brush until they filled out all given papers. The whole proc-
ess of both groups were video recorded and the students' drawings were collected after the 
exercise. 
C. The Analysis of the Result 
The analysis of the result of the exercise is concluded from three sources: the students' 
drawings collected after the exercise, the students' reactions video recorded during the exer-
cise, and the students' opinions after the exercise. Shown in figure 30 is the comparison 
between the students' drawings from the first group (non-focus process) and the students' 
drawings from the second group (focus process). The comparison shows that the drawings 
from the second group are more consistent than the drawings from the first group. For exam-
ple, the drawings from student no. 3 and no. 4 in the second group are more consistent than 
the drawings from student no. 3, no. 2, and no. 1 from the first group. 
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I 
Group 1 (non-focus process) 
0000 0000 o o o o o o o o o o o o · o o o o ;o o o o o o o o 
0000 0000 0000 0000 0000 0000 booo 0000 · I 
0000 0000 0000 OOGO 0000 00000000. 0000 
I 0000 0000 0000 0000 0000 0000 Dooo 0000 
0000 0000 0000 0000 0000 0000 loooo 0000 
I 0000 0000 0000 0000 0000 0000 i000O 0000 
I 
Student no. 1 Student no. 2 Student no.3 Student no. 4 Student no. S Student no. 6 ' Student no. 7 Student no. 8 
Group 2 (focus process) 
0000 0000 0000 0000 0000 0000 0000 
0000 0000 0000 ci:o> 0000 0000 0000 
0000 0000 0000 0000 0000 0000 
0000 0000 0000 0000 0000 0000 0000 .. · 
0000 0000 0000 0000 oooa 0000 · 
0000 0000 0000 0000 0000. 0000 
Student no. 1 Student no. 2 Student no.3 Student no. 4 Student no. S Student no. 6 I Student no. 7 
Figure 30. The comparison of the students' drawings from the first group and the second group 
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The stroke (thick and thin), the amount of ink, and the alignment of the circles in the 
drawings from the second group show the consistency of the student's hand movement and the 
close attention of the students to the movement of the brush. The consistency of the drawings 
is also shown in the drawings from student no. 1, no. 5, and no. 7 from the second group. 
They all needed to pay close attention to their hand movement while they were drawing. This 
kind of labor requires the students' special concentration, awareness, and mindfulness. They 
need to be aware and mindful of each present moment that their brushes move to create each 
circle. 
They are in the present moment of what they are doing, nothing else is more important 
in this moment than the process of drawing. Some students say after they are asked for their 
opinion about their feelings while they were drawing with awareness and mindfulness, "I felt 
more concentrated on what I was supposed to be drawing" (Appendix), "Relaxed and calm" 
(Appendix), "Like there was nothing in the world to do but draw" (Appendix). One student 
from the second group also answers the question asked about the relationship between the 
breathing exercise and the concentration on the drawings, "Quietness and concentration. 
Structure of 'do it now' helps too, because sometimes when I'm designing in the dorm room, 
I'm thinking of all the things I could be doing, so my mind wanders. Here, it is forced to 
focus" (Appendix). 
The reactions of the students in the video recording during the experiment also shows 
the difference between the concentration of the students from the first group and the 
concentration of the students from the second group. Figure 31 is the different screens from 
the video recorded that illustrate the comparison between the reactions of the students from the 
first group (non-focus process) and the reactions of the students from the second group (focus 
process) while they were drawing. 
As shown in figure 31, the students from the second group were more concentrated on 
their actions than the students from the first group who paid more attention to other activities 
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Students Group 1 
Figure 31. The comparison between the reactions of the students from the first group (non-
focus process) and the second group (focus process) 
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around them such as looking to their friends' drawings and talking to them. The students from 
the second group also paid more attention to the detail of the drawings than the students from 
the first group. 
The comparison between the drawings from the first group and the drawings from the 
second group, figure 30, also displays the heaviness and boldness of the brush stroke. The 
drawings from the second group are more heavy and bold than the drawings from the first 
group that are light and thin. Those heavy and bold brush strokes come from the concentration 
and the attention that the students paid while they were drawing. Each stroke came from the 
confidence of the students' hand movement. Bit by bit without doubt or concern, they moved 
their hands with confidence. They were concentrating only on the process of drawing not on 
the end result of it. 
D. The Conclusion of the Exercise 
As the result of the exercise, there are differences between drawing with concentration, 
awareness, and mindfulness and without concentration, awareness, and mindfulness. Those 
differences are as follows: the consistency of the drawings, the concentration and the attention 
of the students, and the confidence of the students' hand movements. 
The consistency of the drawings is shown in the comparison between the drawings 
from the first group and the drawings from the second group, figure 30. The drawings from 
the second group (focus process) are more consistent than the drawing from the first group 
(non-focus process). The consistency of the drawings from the second group is shown not 
only in the brush stroke, but also in the amount of ink, the size and shape, and the alignment of 
the circles. This consistency reflects the students' close attention and the concentration of the 
students on their drawings. 
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As illustrated in figure 31, the students from the second group are more concentrated on 
the process of drawing than the students from the first group who concentrate more on other 
activities around them such as talking to their friends or looking at their friends' drawings. 
The video recorded illustrates the difference of the attention that the students pay to their 
drawings. Since the students from the second group were asked to draw circles with the 
awareness and mindfulness of their movements, they were automatically forced to pay more 
attention to the movement of their hands and the detail of their drawings. As the result of 
paying more attention to the process of drawing, the students dropped off their worries or 
concerns on other activities around them. They paid attention only to the present moment of 
drawing. This lead them to be aware and mindful of their action and be confident of their hand 
movements. 
The conclusion of the exercise indicates that concentration, awareness, and mindfulness 
on the act of doing the task at hand of the students create differences in the result of the 
drawings. Concentration makes the students stop their worries or concerns and focus their 
attention more on the activity that they are doing. Awareness and mindfulness direct the 
students to be with their actions dropping concerns on other activities around them along with 
an increase in their confidence in those actions. 
If concentration, awareness, and mindfulness can be used by the students to perform 
the action of drawing, it can also be applied by them to perform other activities such as 
sketching or designing in the design process. The most important thing is that the students be 
aware of using those connections while they are performing their tasks. 
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CHAPTER 7 - CONCLUSION 
Vipassana or Insight Meditation practice is addressed as a simple and logical technique 
that can be applied by people of any background to solve problems in life, develop unused 
potential, build a productive relationship with others, and lead a peaceful life (Hart 1987, p.6). 
The primary objective of this thesis is to investigate the relationship between Insight Meditation 
and Graphic Design to answer the question that both practices can be performed together and 
that meditation practice provides benefits to Graphic Design. 
In this thesis, the investigation of the connection between Insight Meditation and 
Graphic Design covers the study of the aim, the process, and the practice of Insight Meditation 
along with the study of how Insight Meditation can be applied in daily activities (Chapter 2). 
The study of the design process for graphic designers (Chapter 3) is also included in this 
investigation. The study of other meditation practices and techniques that relate to visual art 
and other meditative activities (Chapter 4) are also concluded in the investigation to help the 
writer of this thesis establish the relationship between Insight Meditation and Graphic Design. 
Following these studies, the connection between Insight Meditation and Graphic design 
is proposed (Chapter 5). It is suggested that there are three parts in the design process in 
which the practice of Insight Meditation can be connected: 
1. About designer and the relationship 
2. About getting ideas and growing ideas 
3. About editing and evaluating ideas 
The diagram of the connection is illustrated in Chapter 5. 
In about designer and the relationship, the designer is suggested to apply the 
understanding of himself and others, the Right Speech practice, and the awareness and 
mindfulness which are results and benefits of Insight meditation to better understand his 
limitations and capacities as a designer and his creative process. The understanding of others, 
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the awareness and mindfulness, and the Right Speech practice also assist the designer to 
understand more his clients' needs and expectations for the design of the project and help him 
conduct productive communication and relationship with his clients. 
In about getting ideas and growing ideas, the designer is suggested to use 
concentration, awareness and mindfulness, and other benefits of Insight Meditation practice in 
the process of getting ideas and growing ideas such as using concentration in the process of 
brainstorming alone or applying awareness and mindfulness in the thumbnail sketching 
process. In about editing and evaluating ideas, the writer illustrates how the results and 
benefits of Insight Meditation such as the practice of communication influences the designer in 
the interaction with his clients when they evaluate his work. 
It is concluded from the connection that Insight Meditation practice not only influences 
the designer's process of getting ideas and growing ideas and the process of editing and 
evaluating ideas, but also influences the designer's perception of himself and others and also of 
his work. 
After the connection between Insight Meditation and Graphic Design is established, an 
exercise conducted to test part of this connection is indicated (Chapter 6). The result of the 
exercise shows that concentration, awareness, and mindfulness in the present moment and the 
act of doing, which are in part 2 (About getting ideas and growing ideas) of the connection of 
Insight Meditation and Graphic Design, create differences in the task that the subjects in the 
exercise are asked to do (described in Chapter 6). 
Since this exercise is conducted to test part of the connection of Insight Meditation and 
Graphic Design not as a whole, the different results from the exercise can not prove that all 
parts of the connection can be used. Therefore, in order to indicate that all parts of the 
connection between Insight Meditation and Graphic Design can be used, applied by others, and 
provide benefits to the designers and their works, further investigation of the connection is 
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needed. Bellow is a suggestion of topics for further investigation of the connection between 
Insight Meditation and Graphic Design: 
1. Insight Meditation practice in Graphic Design class 
• How graphic design students can apply the connection of Insight Meditation 
and Graphic Design in their assigned projects and in the classroom 
2. The relationship of Insight Meditation in the professional Graphic Design practice 
• How can professional graphic designers use the connection of Insight 
Meditation and Graphic Design in their design process 
3. Insight Meditation and creativity 
• The relationship between Insight Meditation and creativity in Graphic Design 
• How can Insight Meditation increase a designer's creativity 
The author of this thesis believes that if more investigation of this subject is done. That 
great benefits will be provided not only to designers, but also to the Graphic Design practice as 
a whole. 
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APPENDIX 
STUDENTS' QUESTION NAIR FROM THE FOCUS PROCESS GROUP 
! . How do you feel after the relaxation exercise? 
.( 
2. Do you think the relaxation exercise help you to concentrate more on your drawing? 
}:( Yes, How? 
____ ..,.., 
3. How do you feel while you wer; dra~ing with awareness and mindfulness? 
4. Do you think the result of drawing with awareness and mindfulness is different from the 
regular drawing? 
~Yes.How'? 
Other -----i..,..,,..~--4---~,,._..,.i!,J;--...~-44,..~..._...::::...i~~µ....""+-'\,.Pl-r-
.. · . . . . ' . • • .· ·. • . . . ' •. > o)1 
Anv comment ubout t 
. -
I' 
' ·Y\.~ 
4{) 
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1. How do you feel after the relaxation exercise? 
l/: }M,.,i- Lat:1:421? :iZ' :f:1MU.-Y rifC :3½: .A:~ P l~Y 
.2la2U:t /J EM~ c:a?:: A ::Tb::?-:C f JJAVb:12? 5/?Dl:PW f?JE . 
2, Do you think the relaxation exercise help you to concentrate more on your drawing? 
~Yes, How? 
______________________ _ 
3. How do you feel while you were drawing with awareness and mindfulness? 
4. Do you think the result of drawing with awareness and mindfulness is different from the 
.regular drawing? 
l[Yes, How? 
D Other ______________________ _ 
Any comment about the experiment'? 
.. At £ . ! UJRE:z &MtLM f2bA:LLl:i '.'t;<2YVSkt? c2 n 
2 ti,:Afv i n,,r21 ::M·h &tULe:,,, I e,u:r .APikfk: »-lb &bu?nP 
&-H6M , i UJA& _J::PZ? ,i reMo/ m 1J2ta u1J:6.S, l 
Thanks for your participation ... 
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1. How do you feel after the relaxation exercise? 
ti I) ,_ 
2. Do you tnink the relaxation exercise help you to concentrate more on your drawing? 
~Yes, How? 
No, Comment? 
Other _________________________ _ 
3, How do you feel while you were drawing with awareness and mindfulness? 
i !} { dht(f \rvti~ nM-b r11A (n d:he ~rod fb dr; {:Wt- d /11/;/V · 
ti 
4. Do you think the result of drawing with awareness and mindfulness is different from the 
regular drawing? 
riYes. How? 
J V 
No, Comment? 
Other _______________________ __; __ 
Any commem about the experiment? 
'I I ,1 
Thank, for your participation ... 
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LHow feel .afterthe relaxation exercise? 
2. Do you think rhe relaxation exercise help you to concentrate more on your drawing'? 
f;2J.Yes,How? 
I .. ~v~5 . v:t-'1£112t'd,, I d1'd:if J;u1 .1Ma· ~5 ::fh im#+i 1J. 
\ . 
No, Comment? 
3. How do you feel while you ,vere drawing with awareness and mindfulness? 
.Ll~1r'c1t_· lliM -~~===~.,.ii...f;.,J;~=~--4,....:;;:.u..~=·a;!,..·• tc:1,zq 
ttbP:u1' lfr'lt:i +fivl1'If · 
4. Do you think the result of drawing with awareness and mindfulness is different from the 
r;;tl Yes, How·1 
I 
! 1tv$,St1'.f lwced wltlt~ ~J tiAMthf :(:Ht. lttdls UMt1:1 I Vl1tt:f he&v{ ht tn 
~l~uW15e · No, Comment: 
\ l 
Thanks for your participation,.. 
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L How,do you feel after the relaxation exercise? 
,r. \ 
1 !{tji\ 
2. Do you think the relaxation exercise help you to concentrate more on your drawing? 
I 
'tQ No, Comment? 
3. How do you feel while you were drawing with awareness and mindfulness? 
~.J~ ~,JC-\ 7' g·,v; ~mJ :tk. 3 ,J, r·;"' :. 
4. Do you think the result of drawing witll awareness and mindfulness is different fr.om the 
regular drawing? 
No, Comment? 
Any comment about the experiment'? 
Thanks for your participation ... 
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